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LETTER
FROM THE EDITOR
by Thomas Heck
It is a pleasure to welcome the contributions of two
fine guitar historians, Richard Pinnell and Stefan Hackl,
to this edition of Soundboard Scholar. Their topics, while
different in focus, should be of broad interest to those of
us who are just plain curious—who have always wondered,
for example, how, when, and why the guitar rose to
prominence in the New World. And in Europe, how and
why did “folk” music become so popular with the guitaristcomposers of Giuliani’s generation?
Regarding the diffusion of the “guitar” in its various
guises (guitarra, vihuela), Richard Pinnell helps us to
understand the many reasons why these instruments made
such inroads into the hearts and minds of South American
peoples, both Iberian immigrants and native-born. His
cultural and language (Spanish) literacy make credible
his version of the history of the “early guitar” in the New
World.
Stefan Hackl brings his own brand of cultural and
language literacy (German) to his treatment of Mauro
Giuliani’s impressive legacy of European (especially
Austrian) folk music. His transcriptions, variations, and
arrangements for one or two guitars have long been favorite
repertoire for student guitarists of all ages. By way of
cultural history, Hackl explains how “folk” music rose to
prominence hand-in-hand with nationalism in the late
eighteenth and early nineteenth centuries; and again with
the Wandervogel movement in the twentieth century.
The reviews in this issue are eclectic, even as they
celebrate the Hispanic “flavor” of recent books and CDs.
Richard Long explains, in his review of the life and times
of the Romero family, how Walter Clark’s excellent new
biography, Los Romeros …, benefitted not just from his
access to the family archives, but also from his ability to
interview the still-living Romero brothers. Their personal
stories have enriched this family saga. The Romero family
archives, incidentally, are now being curated at U. C.
Riverside.
Nathan Cornelius’s review-article about the 21st
Century Spanish Guitar project deserves wider attention.
The recordings, all “Spanish” in character, intentionally
represent new takes on the older Segovia-style guitar
repertoire of the previous century. Adam Levin is the
producer of what will eventually be this 4-CD set.
It’s now ¾ complete.
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Returning to the 19th century, Richard Long shares
his appreciation of Nineteenth-Century Guitar Songs: An
Idiosyncratic Survey—a valuable treatment of vocal literature
with guitar by British scholar Ian Gammie. “For performers
looking to explore attractive new repertory,” Long concludes,
“this book is not just helpful; it is indispensable.”
Ellwood Colahan, our CD reviewer/editor, gives his
critical attention in this issue to recent recordings of baroque
guitar music—in particular selections from Corbetta’s La
Guitarre Royalle. He has interesting things to say about three
different Corbetta recordings, two of which are CDs, while
the third is made available online—a freewill offering by
Lex Eisenhardt of his own recordings of La Guitarre Royalle.
These contrasting interpretations are well worth a listen.
A final note on the Pinnell annotations. The author
has opted to use a contemporary style sheet with in-line
references for this lengthy article, in preference to the
Chicago, footnote-heavy style that is the Soundboard norm.
I find that it reads easily; I believe that it will be welcomed
by our readers. Do let us know what you think!

Cover Illustration

The scene of angel musicians on our cover is a detail shot
of the topmost portion of the famous “Paradiso” fresco in the
Cathedral of Orvieto, Italy. It was painted by Luca Signorelli
in 1499, at the very time of Columbus’ third voyage, when
(as Richard Pinnell explains, below) Spanish guitarras and
vihuelas were first being introduced to the New World. The
Signorelli fresco’s music-historical interest for us lies in the
guitar-like instrument depicted in the hands of the highest
angel in the heavenly ensemble—a position of no small
honor for her or her instrument. It is approximately the size
and shape of the “vihuela” by Juan de Juanes (1523–1579)
shown in Figure 3 of the Pinnell article. That instrument, in
Italian, would have been called a viola da mano. In Spanish it
is known as a vihuela de mano.
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FEATURE
THE EARLY GUITAR IN THE NEW WORLD: Its Route from Seville to Santo
Domingo, Puerto Rico, and Cubagua (1497–1550)
By Richard T. Pinnell

The Guitar in the Third Voyage of Columbus

The third voyage of Christopher Columbus (1498) was
of paramount importance in the history of the guitar. That
journey was not only the first of the Columbian voyages to
reach South America along the Venezuelan coastline; it was
also the first that explicitly included musical instruments
and trained musicians. The latter were part of a select list
of passengers who were to establish the fullness of the
European lifestyle in Santo Domingo, the new capital on
the island of Hispaniola.
“Their Catholic Majesties”(Los Reyes Católicos), so
designated by Pope Alexander VI upon their defeat of the
Moors, had already been quite disappointed with the lack of
stability and growth in the grim encampments established
by Columbus, so this time they proposed a unique list of
professions and skills among the passengers to ensure the
success of their next venture. In order to address social,
physical, and scientific needs along with their political
and military strategies, Ferdinand and Isabella sought the
inclusion of a wide range of experts in differing fields and
vocations. They aimed to ensure that future settlements
would not only be defensible but also civilized. Among the
admiral’s handpicked passengers were artisans, craftsmen,
health professionals, and finally the musicians, intended to
improve the morale of the settlers.
This remarkable emphasis on music must have
resulted from the foresight of Queen Isabella. She was not
only educated herself; she had also seen to the musical
instruction of her children. The most musical among her
own descendants was the infante Don Juan. Doña Juana,
whose consort Philip would introduce Habsburg rule over
Spain, was a lifelong guitarist (Pinnell 1998). So, on 15
June 1497, Their Catholic Majesties read a proclamation to
Columbus and gave him a copy for the preparation of his
third voyage:
[From:] The King and Queen.
[To:] Don Christopher Columbus, our admiral of the high
seas, viceroy and governor of the mainland and the islands of
the Indies….
It appears to us (with the help of Our Lord God)
that there are things that ought to be provided and sent
to the Indies for the government and maintenance of the
people who are there now and who must go there later. The
provisions to be sent in accordance with Divine Will and our
own are the following:
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First of all, the provisions that we recommend for this
first voyage shall include people who have to go and to stay
in the said Indies, consisting of three hundred thirty [330]
persons according to the classification and quality of their
services….
The aforementioned 330 persons ought to be selected by
you, our above-named admiral…and ought to be subdivided
in this manner: 40 shield bearers, 100 foot-soldiers, 30
sailors, 30 cabin boys, 20 gold-panners, 50 laborers and
gardeners, 20 officials (one of each specialty), and 30
women….
At the same time, a physician, a pharmacist, a botanist,
and some instruments and women musicians [músicas] must
go for the pastime of the people who have to be there…
Made at the town of Medina del Campo on 15 June
1497 A.D. [signed]—I THE KING.—I THE QUEEN
(Fernández de Navarrete 1859:II 227–30; see also the first
edition, 1825:II 203–06).

Unfortunately, we know little about these intrepid
women travelers except that the Admiral himself knew
all 30 of them and that he solicited their participation in
the voyage. At least some of the women who joined the
expedition must have been married. Owing to the dangers
of that era, women could not travel in Europe, let alone to
the brave New World, without an escort. There is evidence
of their marital status and even the offspring of their
marriages in a document signed by King Ferdinand. After
evaluating the results of the settlement’s first generation,
Ferdinand remarked on the dubious benefits of having
brought women from Europe, precisely the 30 women
who traveled to Santo Domingo, on the vessel under the
command of Captain Antonio de Torres:

Apparently, some women and children, the first European
women and children to reach the New World since the days
of the Northmen, had been brought by Torres in his fleet; for
[king] Ferdinand says that after the conquest of the island the
white population numbered 630, “the major part sick, and
many of them women and children” (Morison 1942:490).

Despite their hardships, the women of the voyages
proved to be indispensable: they gave life to the European
population of the settlement. These valiant women and
their husbands were the earliest European couples to arrive
in the New World.

The 30 women that Columbus
chose for the third voyage sailed with
captain Antonio de Torres in three
ships that headed west on 21 June
1498, directly for the Spanish fortress
(Varela & León 2003:239). However,
by design, Columbus had six ships in
his fleet. He was holding three caravels
and certain of his men in reserve for a
heroic new challenge. These brave souls,
his most experienced sailors and his
most hardened warriors, were destined
to fulfill the admiral’s aspirations by
navigating a more southerly route into
uncharted waters in search of tierra
firme (sic), the term Columbus used in
his logbook for the ostensible southern
landmass (Jane 1988:6). By the time
of his arrival at Venezuela’s Caribbean
Figure 1: Musical and Learned Women, book frontispiece (woodcut), Francisco
shore on 12 August 1498, the 30 female
Guerrero, Sacrae Cantiones (Seville, 1555).
passengers in the fleet had already arrived
at Hispaniola.
Francisco Guerrero’s Sacred Songs (Seville, 1555), his earliest
Who were the musicians among these women? We
publication. Its illustrations suggest how some Golden Age
may safely assume that they had already established
women were both learned and musical. The musical woman
reputations for their musical skills; they were probably
at the left is reading her music and playing it on her guitarra
drawn from among the quasi-professional performers
of four courses (or pairs of strings). Without singing, she
Columbus had known in the elite tertulias of Seville. The
appears to be playing some of the notes contained in her
urban tertulias were the elegant, salon-like social gatherings
songbook. No tablature (the instrumental notation of the
in which women’s music flourished during and after
day) is visible, but rather the composer’s staff notation. It
the Siglo de Oro [Golden Age]. Women convened such
implies that she is realizing with her outstretched fingers
gatherings, as they did in the French salons, to discuss
some of the separate voices of Guerrero’s sacred polyphonic
news and personal or literary matters; however, music was
songs. Moreover, the learned woman at the right appears
ordinarily their pretense for gathering in private homes. By
to be practicing her geometry while taking a break from
meeting privately, women could exhibit their art as well as
reading her songbook now on the floor.
themselves to best advantage.
The musical participants on such occasions were
Prototypes of Guitars in the Americas
considered dilettantes and not professional musicians
At the time when guitars began arriving in New World
because they were not paid in cash for their services. There
ports, descriptions of those instruments were scarce or
were of course plenty of other rewards for their efforts:
lacking entirely. In order to discover what America’s earliest
gifts, benefits, social opportunities, and a captive audience
guitars were like, we must first consult descriptions of
that interested them far more than money. En route during
the prototypes: the string instruments at their source—in
their travels, they undoubtedly launched into their specific
peninsular Spain, and specifically in Andalusia.
mission and entertained the passengers and crewmen,
Guitarras and vihuelas were of primary importance
particularly during the boring routines of the voyage, such
in the Declaration of Musical Instruments that Fray Juan
as the doldrums, when progress ceased due to the lack of
Bermudo published in 1555. By then many guitar types
wind. On the joyous day of the fleet’s arrival in July 1498,
had evolved and were in circulation on the peninsula, and
Santo Domingo would have provided not only the port of
he described them at some length. They were played by all
arrival of the three supply ships, but also the social milieu
ranks of society and among many musicians, both young
and the audience to celebrate the women musicians and
and old, ranging from self-taught beginners to literate
their instruments.
aficionados and extensively trained virtuosi. The diversity
Brief snippets of their music are depicted in the
of players and instruments available at the time is reflected
plate below Figure 1, which served as the frontispiece of
guitarfoundation.org Soundboard Scholar No. 5
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Thanks to Bermudo, we may derive the tuning of these instruments precisely
as he did, by using the intervals of a scale (as shown in the table below). Just as in
today’s guitar tunings, most of the tunings he specified contained perfect fourths
surrounding a major third in the middle. The only exception was the tuning of
the strummed guitar used for old romances.

THE EARLY GUITAR IN THE NEW WORLD:

(cont.)

GUITARS IN BERMUDO’S DECLARACIÓN DE INSTRUMENTOS MUSICALES (Osuna, 1555)
(references given in the book’s folios are abbreviated f., which have recto and verso sides)

name of the
instrument

stringing;
tuning intervals
between courses

guitarra (f.28v) 4 courses, 4-3-4
guitarra (f.28v) 4 courses, 5-3-4

use in varying
musical styles

popular music
strummed music
(“old romances”)
vihuela (f.28r) 6 courses, 4-4-3-4-4 plucked art songs;
mass, motet, chanson

audiences,
venues

entertainment, dancing.
entertainment, serenading,
esp. of the older generation.
recitals of literate musicians;
contemplation or worship.

Thus, Bermudo aimed at a comprehensive description of the instruments then in
already indicated by Juan Bermudo in 1555” (Romanillos
use, whose names derived from the terms guitarra and vihuela. His descriptions
1987:117).
are clear; he understood that both instruments belonged
the same
He the tuning of these
Thanks to to
Bermudo,
wefamily.
may derive
noted their differences as well as their similarities:
instruments precisely as he did, by using the intervals of a

scale (as shown in the accompanying table). Just as in today’s

No es otra cosa la guitarra sino una vihuela quitada
la sexta
y la prima.
guitar
tunings,
most of[The
the guitarra
tunings is
he specified contained
nothing other than a vihuela without the sixthperfect
and the
first
courses]
(Bermudo
fourths surrounding a major third in the middle. The
1555:28v.)

only exception was the tuning of the strummed guitar used
Figure 2: Vihuela of Seven Courses, from the section on playing
for old romances.
the vihuela; Juan Bermudo, Declaración de instrumentos musicales
More(Osuna,
guitar1555),
typesfol.emerged
in differing sizes, with
either
diminutive
Thus,
Bermudo
aimed atora comprehensive description
cx.

augmentative names to suit, such as guitarilla,
guitarrita,
and vihuela
grande;
or names derived from
of the
instruments
then in use,
whose
in Juan Bermudo’s treatise, which emphasized the guitar
the terms guitarra and vihuela. His descriptions are clear;
5
types that were the most popular, as implied in the space he
he understood that both instruments belonged
to the same
allotted to them.
family. He noted their differences as well as their similarities:
Like the guitars of today, guitarras and vihuelas of that
No es otra cosa la guitarra sino una vihuela quitada la sexta y la
era were used for various purposes by musicians from all
prima. [The guitarra is nothing other than a vihuela without
levels of society. In general, the ubiquitous guitarra was
the sixth and the first courses] (Bermudo 1555:28v.)
less expensive than the vihuela, its larger cousin, and so was
played most often by the lower and middle ranks of society.
More guitar types emerged in differing sizes, with
But the vihuela was an instrument of prestige. In fact, all
either diminutive or augmentative names to suit, such as
sixteenth-century queens of Spain played it: “The vihuela is
guitarilla, guitarrita, and vihuela grande; or with descriptive
the favorite instrument of our queens” (Anglés 1965:I 57;
adjectives in reference to their string setup. In his Orphenica
Pinnell 1998).
lyra (Seville, 1554), Miguel de Fuenllana wrote primarily for
Both the guitarra and the vihuela had double-stringing
the six-course vihuela, but he included tablatures for a fivein courses (paired strings of cured lamb intestine), tuned in
course vihuela and a four-course guitarra (starting on folio
unisons or sometimes in octaves except for the first course,
158).
which was considered sufficient with only a single string, as
on the frontispiece of Guerrero’s first book. The doubling of
the other courses was intended to increase the instrument’s
Guitar Types in the Early Conquests of
overall volume and resonance.
Hispaniola, Mexico, and the Antilles
The frets were made of the same gut material and
Although the instruments that came with the third
tied on the necks of the guitarra and vihuela in carefully
Columbian voyage remained unspecified, they must have
measured divisions based on equal temperament. This
included the popular guitarra and the prestigious vihuela.
practice kept them reasonably in tune some two centuries
The women musicians who brought them to the fortress of
before Bach’s Well Tempered Clavier. As one recent scholar
Santo Domingo left a legacy of performance. Immediately
observed, “The mathematical division of the musical scale
after their arrival we begin to see the evidence of vihuelas in
in order to fret vihuelas with equal temperament was
6
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the Hispanic conquest. The documented proof of guitar-like
instruments in the Americas begins with the chronicle of
Fray Bartolomé de Las Casas:
VIHUELAS IN THE CONQUEST OF HISPANIOLA (1503–1509)
date, instrument place
1503 vihuela
Xaraguá, Hispaniola
1509 vihuela
Xaraguá, Hispaniola

reference
Bart. de Las Casas, 1530:II, Ch. 18, p. 28
Bart. de Las Casas, 1530:II, Ch. 52, p.116

Sadly, at this point in the Hispanic military campaigns,
we begin to read of the cruelty inflicted upon the
indigenous tribes. Cavalrymen and foot soldiers now
initiated the bitter process of securing the rest of the
island of Hispaniola by force. Their military objective was
the conquest of Xaraguá, the chiefdom or tribal territory
(now spelled Jaraguá) located along the southern coast of
modern-day Haiti. Yet even during this conflict the officers
broke out their vihuelas on two documented occasions—
periods of relative calm.
In the first instance, in 1503, a lighter moment of the
conflict, Las Casas relates the amusing story of how, among
the Commander’s 370 soldiers, there was a horseman—a
musical officer “who made his mare dance, maneuver
around, or jump to the tune of his vihuela!” In addition to
the levity of this scene, there is also historical significance
as to the time and place of the occurrence. It happened
only five years after the women musicians selected by their
admiral introduced their guitars and music to the Americas
upon their arrival at Santo Domingo. Xaraguá was on
the same island, near their performance venue: it was the
adjoining native land west of Santo Domingo.
In the second case, in 1509, Las Casas describes one
of his favorite associates, another of the Commander’s
equestrian officers. Diego de Nicuesa earned the respect
of the chronicler as well as the other officers and soldiers,
for he was eminently successful in all his undertakings,
including performing on the prestigious instrument that
was the mark of a gentleman:

The following happened later in this year of 1509: There
was a man hereabouts on the island…whom we have
remembered many times called Diego de Nicuesa, who
came with the Commanding General; (Nicuesa was) a most
agreeable person, courtly, and entertaining, which is to say he
was a great player of the vihuela.

The equestrian officer and Nicuesa would have
been acquainted with the women musicians after their
arrival in Santo Domingo; they were the unavoidable
main attractions of their social milieu. Before their own
performances on Xaraguá, the officers had already seen the
women, undoubtedly socialized with them before or after

their concerts, and had delighted in their music. Perhaps
in imitation of their female musical colleagues, the officers
continued to use the vihuela to provide entertainment for
officers, troops, and other acquaintances on the island of
Hispaniola. Their skill as vihuelists stands as their claim to
fame in the early chronicle of the conquest.
As the conquest expanded into Mexico and the Antilles,
there were more frequent references to the vihuela. In
the chronicle of Bernal Díaz del Castillo, who marched
on Mexico with the army of Hernán Cortés, the vihuela
appears in 1524 and afterwards at banquets, festival
days, and in some of the elite tertulias of the city (Pinnell
1993:176f ). The vihuela also accompanied Spanish troops
to the greater and lesser Antilles islands, as documented in
the chronicles of Antonio Herrera and Gonzalo Fernández
de Oviedo (Zavadivker 1982 and Corona Alcalde 1993).
Before long the guitar would spread to various Caribbean
ports in ships of the Columbian Exchange. The Exchange
was of course the trade route between Seville and Spain’s
Caribbean ports-of-call.

The Columbian Exchange: The Guitar’s
Arrival in Puerto Rico

Following the route of Columbus, a group of merchant
ships began making the transatlantic passage. Their
ongoing project became known as the Carrera de Indias
and later the Columbian Exchange. Whatever it was called,
it was a virtual bridge across the Atlantic for commerce,
communication, and culture. Customs officers at ports-ofcall were empowered to tax imports and exports.
Soon after 1500, guitars began arriving via the
Columbian Exchange. Some were prized personal
possessions, but most of them were instruments for resale.
Puerto Rico may have been the first of these stops, where
many guitars (inexpensive models of the vihuela and the
guitarra) arrived. We would not have known about these
instruments except for the fact they were carefully appraised
and documented at Spanish customs offices as imports, for
tax purposes. While customs officers assessed their value,
not much else is known about them except for a few brief
descriptions.
In 1512 the Columbian Exchange began delivering the
earliest imported guitars on record to Puerto Rico. The table
(page 8) lists the 18 documented vihuelas and a guitarra
delivered between 1512 and ’13, and in 1516. Both the
crewmen and passengers brought their own instruments,
either for personal use or for resale, but there were also
merchants traveling with a number of cheap instruments for
liquidation. For instance, Alonso de Buenaño, an officer of
the caravel Santiago, owned a vihuela that he probably kept
in the ship’s cabin. It was either for his own solace or for the
entertainment of his crew and passengers.
guitarfoundation.org Soundboard Scholar No. 5
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(cont.)

GUITARS ARRIVING IN THE COLUMBIAN EXCHANGE
AT PUERTO RICO (Tanodi 2010)
19 Sept. 1512, Alonso de Buenaño, boatswain of the caravel 		
Santiago, brings a small vihuela valued at 1p.2t. [p. = peso(s),
t. = tomín(es)]
25 Dec. 1512, on behalf of Bishop Alonso Manso (who has a 		
certificate of exemption from paying import duty), a certain 		
Quintana brings a vihuela.
26 Feb. 1513, merchant Luis de Santisteban brings a vihuela, 		
2p.4t.
13 May 1513, Fernán Muñiz de Godoy brings a vihuela at 1p.
18 Nov. 1513, merchant Gonzalo de Cea brings 3 vihuelas at 		
5p.6t.
[1514–1515: accounts are lost]
14 Jun. 1516, Bartolomé Ponce brings an old vihuela valued at 2t.
28 Jun. 1516, merchant Alonso Hernández unloads 6 small 		
vihuelas at 5t. ea.=3p.6t.
11 Dec. 1516, Juan Martín, a passenger counts among his personal
belongings a guitarra valued at 3t.
21 Dec. 1516, Antonio Sánchez and Gonzalo Lorenzo bring 4 		
small vihuelas at 3t. each [= 1p.4t. total].

The reason for documenting the instruments, even those
not for sale, is that they were all subject to an import duty of
7.5 percent. In order to calculate the duty, customs officials
took care to assess the value of imports in either pesos or
tomines. In Imperial Spain, Old World and New, the peso
was equated with a weight of silver, and it was subdivided
into eight reales. The same applied to the imported guitars
in Puerto Rico, except that the eighth-part subdivision was
called a tomín (pl. tomines). Compared to other imports, the
guitars were modestly priced. A frilled dress shirt was worth
5t.; a barrel of 1,000 cured sardines or a velvet sombrero was
worth a peso in 1516.
The vihuela arriving on Christmas Day of 1512
was exceptional, being documented as the first religious
instrument to arrive in the New World. It was addressed
to the Bishop of Puerto Rico, who would use it for
his own prayer services and/or delegate its use to the
maestro de capilla, a cantor, or an instrumentalist for the
purpose of accompanying the singing of his choirboys
and congregation. Across the Americas, vihuelas and even
lowly guitarras were used in churches well before the more
expensive, complicated, and temperamental harps and
keyboard instruments that were eventually shipped from
Europe. Whether in the cathedrals, modest chapels, or
outlying religious retreats and hermitages, these guitar types
accompanied masses, motets, litanies, canticles, spiritual
songs, and hymns, enabling the cantor or an accompanist
to keep the voices in tune and together, to coordinate their
8
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Figure 3: from Angel with Vihuela Baja or Vihuela Grande, by Juan
de Juanes (1523–1579), detail from a fresco, Convento de Santa
Clara, Gandía (Valencia, Spain, public domain)

breathing and phrasing, and to help them respect the modes
of Gregorian chant (Pinnell 1993:221–42).
The religious purpose of Bishop Alonso Manso’s
instrument is crystal clear: it was tax-exempt, for it was
unlawful to tax the clergy or the Church for any of their
objects, property, or programs. He had the seal of approval
granting the exemption. The Bishop’s vihuela was thus
unprecedented, arguably the first European instrument ever
used in the New World’s Catholic liturgy.
But the quantity of cheap vihuelas and guitarras in
shipments of the Exchange would have shocked Fray Juan
Bermudo, who in 1555 took great pains to contrast the
splendid, refined vihuela with the plain, plebeian guitarra.
The ambiguity surrounding the instruments’ names had
already appeared in the vihuela collection of Fuenllana
(1554:IV), when he was speaking of the smaller instrument:
Vihuela de quatro órdenes,
que dizen guitarra		

Vihuela of four courses
that they call the guitar

Moreover, Bermudo’s high and low distinctions between
the instruments and their class associations did not carry over
into the imperial customs offices at ports of the New World.
It appears that the guitarras and vihuelas imported to
the Caribbean were cheap and accessible to all the early
settlers, but good-quality Spanish gut strings were not—at
least initially. Harvested and processed lamb tripe was at
first an expensive luxury. In preparation, the strings had to
be subdivided into strips for a wide range of specific pitches
then twisted and placed on drying racks; after drying they

were burnished (polished to remove loose fibers). At first
the colonists paid dearly for the fragile catguts: 5t. per
set (half the price of some guitars!). After a few years and
the establishment of local manufacture, prices gradually
dropped to an average of 2t. per set (Pinnell 1993:175).
Just as some immigrants acquired multiple instruments for
resale, others did brisk business importing sets of strings,
surely intended for resale or hoarding. For instance, in
1513 Juan Vizcaíno, a seasoned officer of the Puerto Rican
convoys, brought along 18 sets of gut strings on one trip
to Puerto Rico—maybe his final crossing. His hoard of
strings was either for resale to the highest bidder, or for his
retirement—perhaps in some comfortable Caribbean villa,
where he could imagine living in the lap of luxury with
plenty of time to practice his vihuela and to sponsor lively
musical entertainment and action-packed tertulias!

Cubagua: Its Pearls, Its Academy, and Its
Vihuelas

After the initial shipments of vihuelas had arrived in
Puerto Rico, the first European musical instruments on
record began to reach another Caribbean port by the same
route and service: the port of Cubagua, Venezuela. Cubagua
was the earliest Hispanic town of the republic, but it was
just a small island. For half a century it would remain the
prosperous port and lively settlement established across the
strait from the mainland port and encampment of Cumaná.
Cubagua, near the Caribbean islands of Margarita and
Coche, is a tiny island about 80 km. (50 mi.) north of the
port of Cumaná, Venezuela. Cubagua is so small that it does
not even appear on generic maps: it measures 9 x 4 Kms.
(6 x 2 mi.). The largest island of the group is Margarita,
a source of oyster pearls. Margarita hovers over the north
shore of the other two, as if protecting them from the
vengeance of Caribbean hurricanes.
Thanks to Columbus’s pioneering landfall at Paria,
the South American shoreline along the Caribbean, and
his discovery of some supposed pearl fisheries managed by
the Indians, Spanish and Hispanic activity on Cubagua
flourished. Around 1512 Spaniards, with their families and
enslaved Indians, first discovered and harvested the oyster
pearls. They were initially led in the general direction of the
source by Columbus’ instructions. The Indians of Paria had
informed him that the pearls were available north of the
native port that became Cumaná. This led Spanish explorers
to interview a range of Indian informants. With their new
intelligence, they located Cubagua’s underwater trove of
pearl beds.
Cubagua soon became the epicenter of the pearl
fishing enterprise—the earliest of Imperial Spain’s great
exploitations of American bounty. Spaniards made their way

there in droves during the sixteenth century to oversee the
gathering of pearls and to prepare their shipment back to
Seville. They established Cubagua not only as the first port
of Venezuela’s Columbian Exchange but also as the guitar’s
first toehold in South America. Of all the instruments of
Iberia arriving in Venezuela, the vihuela was predictably first
and foremost.
After locating the oyster beds, the Spaniards took over
the native operation so as to exploit the profits. After the
initial discovery of pearls around 1500, pearl fishing became
the principal source of New World treasure for several
decades. The notorious silver mines in Mexico and Potosí
and the processing of silver ore into ingots for shipment
back to Seville were still decades away. With the exploitation
of the pearl industry, Cubagua soon became a prosperous
boomtown. Spaniards supplied the increasing numbers
of Indian workers with the tools they needed (Eugenio
1993:23). Indigenous divers required reliable equipment
and gear; laborers along the Island’s shoreline needed knives,
tables, and pole buildings for the extraction of the pearls,
and warehouses to store the oysters for local food and
the pearls prior to shipment. For transport, the Spaniards
replaced the large native canoes with their own seagoing
vessels for travel first across the Caribbean and then the
Atlantic. Trusted officials prepared the pearls for shipping,
which required not only supervision by administrators and
local police to ensure that none were lost in transit, but also
scrutiny by a host of clerks and accountants to count them
and keep the books.
Once in Seville, the pearls commanded extraordinary
prices valued in the currency of the maravedí (m.). The
irregular topos averaged 2,000 m., common pearls were
worth 5,000 m., and the superior Ave Marías brought
10,000 m. on the jeweler’s market (Otte 1977:82). In the
currency of the day, jewelers counted 34 maravedís to one
peso of silver, which meant that one common pearl valued
at 5,000 m. would have bought 74 vihuelas (valued at 2
pesos each) in Puerto Rico!
Despite the fame and fortune of the pearling industry,
it lasted for only half a century. The enterprise began in
c.1510, but by 1550 it was already in decline as pearls
became scarce. In the middle decades of the period, the
fisheries reached their maximum harvest, which boosted
the prosperity of Imperial Spain. The decade of 1520–1530
marked the greatest profits for the court (Otte 1977:29).
Spain’s insatiable appetite soon exhausted the patrimony
of the pearl beds. For project administrators, there was no
choice but to discontinue the enterprise. Abandoning the
project, they turned their attention to other activities, like
mining precious metals or livestock ranching.
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THE EARLY GUITAR IN THE NEW WORLD:
The Columbian Exchange between Seville and Cubagua
was the vector that delivered the first shipment of musical
instruments to South America, specifically to Cubagua,
in 1529. That shipment consisted of 15 cheap vihuelas
(Calzavara 1987:9). It would be reasonable to assume that
local merchants imported these instruments purely on
speculation, for quick resale, as they did in Puerto Rico; but
such was evidently not the case. Even as contraband, they
would not have been worth as much as a single common
pearl. Rather, the vihuelas would have appeared in response
to popular demand.
They arrived during the decade of the 1520s, when
pearl production was at its peak and Cubagua’s city had
become diversely populated. For their entertainment,
one can imagine the townspeople gathering around an
occasional bullfight, a horse race, or to play cards and
other games. But the literate elites would have had other
agendas. For instance, they formed a literary society in the
Renaissance manner. Such European societies at the time
were gatherings to discuss news and literary topics drawn
from their reading activities, to hear concerts, and to rhyme
their correspondence.
Renaissance societies for men were called academies,
but among women they were called ridotti in Italy and
salons in France. During the Siglo de Oro there were parallel
institutions, and Spanish women called their gatherings
tertulias. The literate elites of Cubagua clearly were keeping
up with fashion. There were about a dozen or more learned
gentlemen attending meetings, deciding which topics
to study and discuss in furtherance of their learning and
literary interests. In support of their humanist agenda,
they ordered their favorite books from Seville, as amply
documented in the shipping records of the Columbian
Exchange.
The Cubagüense intellectuals had contacts in Seville,
to whom they would write and place orders for their
favorite books and other necessities. The exchange also
carried some of their correspondence: orders were placed
and books arrived in multiple copies. In this way the
academy founders could establish coordinated curricula of
study for their members, including a schedule of meetings
for the discussion of their humanistic and philosophical
readings. Fortunately, even their book titles were recorded
in the Exchange, revealing their favorite authors and the
subjects of their discussions. Books for the comportment
and courtly protocol of gentlemen were especially valued
in these shipments, inasmuch as manuscript copies of
Baldassare Castiglione’s Il Cortigiano (The Courtier) were
already in circulation throughout Europe by 1518. Its first
edition would be printed in Venice in 1528.
The book titles arriving in Cubagua also reveal that
society members were multilingual, with French and Italian
10
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being perhaps their preferred alternative languages. Sadly,
however, in the extant records of the Cubagüense academy
there is scarcely a mention of music performances. If
any singers were featured in their meetings, they would
probably have been performing unaccompanied songs.
This instrumental shortcoming was soon to be remedied,
however. The literati of Cubagua, thanks evidently to some
well-placed musical orders with their relatives and associates
back in Seville, acquired in due course some fifteen vihuelas.
For instance, one of the intellectuals in Cubagua was
an Italian from Siena named Marcelo Pechi. His brother
Scipión Pechi was one of the merchants in Seville who made
the purchases and ordered the delivery of the vihuelas:
The cultured men also dedicated themselves to intellectual
activities. Some men of Cubagua had seen the world, such
as Miguel de Castellanos, the founder of another dynasty
in Cubagua, and Cabo de la Vela, who began his career of
public service in Castile and Flanders, and Alonso Pérez
de Aguilera, “knight of the reign of Toledo,” who served in
the wars of Italy and Germany, taking part in the sieges of
Florence, Sienna, and Milan, who witnessed the coronation
of (Emperor) Charles V, and the defense of Vienna
against the Turks. Some spoke French such as the Doctor
of Medicine Juan Martínez…. There were also literate
Basques like Miguel de Gaviria, who practiced the Basque
mother tongue and Castilian. Likewise, the few foreigners
in Cubagua would have been cultured, as well, such as
the Siennese merchants… especially Marcelo Pechi and
Sigismundo Benasay. In later years (Marcelo) Pechi would
take on important duties at Cubagua, Margarita, and Cabo
de la Vela.
Among these gentle and cultured men of the town we
find readers of Lucio Apuleyo (3 copies), [. . . and of ] books
like those of (the Greek fabulist) Aesop and (the Florentine
novelist, Giovanni) Boccaccio, which were imported along
with the Enchiridion [of Epictetus], the Morals on the Book
of Job by St. Gregory (2 copies), the Life of Christ (“Vita
Christi” in Latin), [. . . ] sent by the Siennese merchants in
Seville: Juan Antonio Piccolomini and Scipión Pechi, brother
of Marcelo, in 1529. The men of Sienna also sent fifteen (15)
vihuelas to Cubagua. (Otte 1977:389–90)

Happily, the fifteen vihuelas arrived safely in Cubagua.
No doubt they were soon put to good use celebrating
Spanish Golden Age music in the colony: the solo repertoire
of the vihuela, chamber music for the vihuela ensemble
(instrumental renditions of polyphonic villancicos, chansons
and sacred music), and the accompaniment of art songs.
The vihuelas would serve as well to accompany church
services and of course all the popular songs and dances of
the day. As one would expect, the departure and arrival

protocols of the vihuelas through the customs offices were
well-documented.
On 20 April 1529, prior to their departure, Juan Zoldo,
maestre of the galleon San Andrés, listed them in Seville as
part of his cargo: it contained no fewer than fifteen (15)
vihuelas valued at a peso and two tomines apiece. In June
1529, on the unspecified day of their arrival in Cubagua,
customs officials at the port intercepted the vihuelas for
the usual assessment and taxation. Local officials merely
confirmed the previous estimate made in Seville (Otte
1977:492) before delivering the prepaid order to academy
members. Importantly, the assessed value of the vihuelas
arriving in Cubagua was consistent with the median price
of the cheap vihuelas that had arrived in Puerto Rico during
the previous decade.
This remarkable shipment of vihuelas sent from Seville
to Cubagua carried more musical instruments than any
previous shipment to Puerto Rico! Their high demand
explains why this shipment was the largest yet documented
in the Columbian Exchange. Having been ordered by the
literate class that included military officers, political leaders,
a medical doctor, humanists, and other social elites, these
instruments would have stirred considerable interest upon
their arrival.

The best-known member of the academy at Cubagua,
Juan de Castellanos, went on to become a chronicler of the
conquest. Like Bernal Díaz, the chronicler of the settlement
of Mexico, Castellanos arrived in Cubagua as a soldier.
And like Fray Bartolomé de Las Casas, he became a priest;
however, the literary skills that Castellanos acquired in
the academy shaped his history of the settlement of South
America, as it developed further on the island of Margarita
and eventually in the territory of modern-day Colombia,
where he ended his career.
Castellanos’s chronicle, composed entirely in four-line
verses, described music’s function on the island of Margarita
and elaborated on its context (see below, Elegies, 1589:952).

Pearl Fishery Profits and the Vihuela’s
Prestige

For half a century the profits of Cubagua’s industry
enriched Seville and its imperial financial institutions,
particularly those of the court. At that time, the grandson
of Ferdinand and Isabella, Charles I, rose to power. He was
crowned King of Spain in 1516, but soon, as a Habsburg
prince, he ascended even higher. In 1519 he was crowned
Emperor Charles V of Austria, Germany, Poland, Hungary,

A Description of the Vihuela’s Music on the Island of Margarita
by Juan de Castellanos
No hallaban lugar cosas molestas,		
Ni do pesares hagan sus empleos,		
Todos son regocijos, bailes, fiestas		
Costosos y riquísimos arreos:			
Cuantas cosas desean están prestas		
Para satisfacerles sus deseos,			
Los amenos lugares frecuentando 		
E unos á los otros festejando.…		

There was no place for a bothersome crowd,
Nor did sadness invade their employments;
Rejoicing & dancing, their parties were loud,
Costly were their accoutrements:
For they were provided all they wanted
To satisfy all their desiring;		
All the pleasant places they vaunted
And one to another, delighting….

Allí también dulcísimo contento		
De voces concertadas en su punto,		
Cuyos conceptos lleva manso viento		
A los prontos oídos por trasunto:		
Corre mano veloz el instrumento 		
Con un ingenioso contrapunto,		
Enterneciéndose los corazones 		
Con nuevos villancicos y canciones.		

There was sweet happiness in their ease,
Singing concerted voices in polyphony
That they performed softly as a breeze
To the ready ears of the company:
Their quick hand traverses the instrument
With an ingenious counterpoint,
Leaving every heart content,
With new carols and songs.
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Italy, Flanders, and Imperial Spain, which included Spain’s
vast New World possessions. His reign coincided with the
most profitable years of the pearl industry.
The Emperor had an enduring interest in the vihuela.
He and his sisters learned to read music and play the lute
and vihuela as part of their education in Flanders (Straeten
1888:VII 202), and naturally they carried their instruments
as young sovereigns to their royal stations. Charles
continued this interest as a pastime when he lived in Spain.
One of Spain’s published vihuela composers, Luys de
Narváez, a musician of the royal chapel, wrote for him the
most famous composition of the entire vihuela repertoire:
an arrangement of Josquin des Prez’s sad chanson entitled
Mille regretz, which the vihuelist duly entitled “La Canción
del Emperador” [The Emperor’s Song].
When Charles arrived at an appropriate age, in 1526,
he married a dynastic relative, princess Isabel of Portugal
(1503–1539). Like her husband, she had been trained
as a vihuelist during the years of a princess’s customary
humanist education. Her brother João III, the next king of
Portugal, was a great patron of noteworthy humanistic and
artistic ventures, including the publication of Luys Milán’s
El maestro (Valencia, 1536), the first of the century’s seven
vihuela books to be published.
Isabel made a glamorous empress, as revealed in her
elegant portrait by Titian (Fig. 4). The work depicts her at
about the time of her marriage, even though Titian painted
it as a posthumous memorial for her husband in 1548, a
decade after her death:

In 1526 the emperor married Isabel of Portugal. The empress
had her own household in Spain, organized in the Spanish
manner, with her own maestro, singers, and the organist
Antonio de Cabezón. Charles was a cultivated music lover, as
well (Robledo 2001:X 640).

During her tenure in Spain, she assumed the role of
regent during her husband’s absences, while still remaining
a musician at heart. Isabel owned several vihuelas for
her practice and performances, as well as to loan to the
musicians of her retinue for their courtly appearances. By
1539 she had employed Pedro de Santa Cruz, a vihuelist,
who served as a performer in her personal chambers as well
as her musical tutor.
Pedro de Santa Cruz supervised various acquisitions to
obtain quality Spanish-made instruments for the empress,
as documented in the General Archive of Simancas. One
of her purchases was for three vihuelas delivered in a
single, lined case. Although her vihuelas came in different
sizes, they were all constructed alike and arrived encased
as a matched set, like the quartet of Stradivarius string
instruments presently at the Royal Palace of Madrid.
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Figure 4: Empress Isabel of
Portugal, Queen-Consort of
Habsburg Emperor Charles V,
posthumous portrait by Titian in
1548 (oil on canvas, Museo del
Prado, Madrid)

Isabel’s vihuelas were no doubt used in performances of
chamber music and to lend their voices to transcriptions of
polyphonic religious and secular music, such as the spiritual
songs of maestro Francisco Guerrero and Mille regretz of
Josquin—which at the time were considered the height of
artistry. (The archival citation appears in Straeten 1888:VII
249):

(1) A large vihuela with a string set is charged to the abovenamed Pedro de Santa Cruz, valued at three ducats according
to the inventory…along with the certificate for three vihuelas
and case.
(2) Another vihuela, medium sized, with two string sets,
valued at five ducats.…
(3) Yet another vihuela, smaller than the above-named,
valued at three and a half ducats...on one certificate, a case
that held the aforementioned vihuelas valued at a ducat and a
half; all were delivered to Jorge de Lima and Juan de Vasurto
together with the three certificates…for shipment] (Arch. G.
Simancas, Contaduría mayor, 1ª epoch, l. 464, pp. 384-85,
“in the data of Pedro de Santa Cruz, etc., of the year 1539”).

With due regard for the vihuela practices of all the other
queens and courts (see Pinnell 1998), the involvement of
the emperor and empress in this type of courtly musical life
attests to the high artistry and prestige associated with the
vihuela and its repertoire. Charles V became the richest,
most powerful man in sixteenth-century Europe, and
Empress Isabel its most visible woman. With their examples
alone, we have ascertained that the vihuela arrived in the
New World with incomparable prestige. The vihuela came
to the Americas “with strings attached.” It was destined to
become the most highly esteemed musical instrument in the
New World.

Conclusions

After the first exploratory voyage of Columbus, in
1492, the Spanish conquistadores realized that a New World
lay before them waiting to be conquered. Seasoned soldiers,

they had already defeated the Moors at Granada, and
liberated Andalusia, the southernmost region of the Iberian
Peninsula. Soon Columbus planted the cross—the mark
of ownership—on all his discoveries in the New World,
claiming them for Spain and for Christianity. During his
third voyage he carried his political and religious agenda to
the northern tip of South America— the last of the North,
Central, and South American continents that he visited.
Spanish military expansionism was well under way.
As a by-product, so was Spain’s cultural and musical
expansionism. As we have seen, at least through the
first half-century of settlement, no Western instruments
besides guitarras and vihuelas were documented in either
the transatlantic voyages or the mercantile exchange that
followed, the sole exception being a lone tambourine
mentioned in 1516.
These were not only the first Western instruments
introduced into the New World; they were also the first
string instruments the natives of Amerindia had ever seen
or heard. Thus, at first by default then later by choice, the
guitar became the national instrument of Hispanic America
and even Brazil.
The instruments that came to the New World
corresponded to those identified by Juan Bermudo in his
Declaración of 1555. He left us with a comprehensive
description of the instruments of the guitar family then in
use in peninsular Spain, noting their differences as well as
their similarities. As stated, instruments of the guitar family
were the first and earliest Western instruments in Latin
America. And they evolved, as one might expect, into a
bewildering assortment of names and types as they made
their way throughout the settlements of the New World.

Among the guitars of Venezuela alone we find the
cuatro (sometimes called the vihuela), cinco, and seis,
named for their number of strings or courses, as well as
the requinto, tiple, and guitarra grande. The spread of
the guitar accelerated with the Colombian Exchange,
but these instruments remained primarily imports from
Old Spain until local craftsmen began to copy them—
sometimes faithfully, often with variations—as the guitar
family completed its diffusion into all of westernized Latin
America.
Even some Native American populations, such as the
Warao tribe in the Orinoco delta, took up the guitar (Olsen
1996:111ff). Thus, throughout its five-century trajectory
in South America, in particular, the guitar served as a link,
indeed a heartfelt liaison, between two cultures in conflict.
It became a kind of neutral ground in the clash between
European and Indigenous American values. As a national
instrument, it was far more ubiquitous and enduring in
Latin America than anywhere else in the world.
Thus, the modest voice of the guitar became pervasive.
In its various sizes and types, it appealed to all strata of
society, male and female, indentured and free. It won
over vast populations by invitation rather than obligation.
Its nonviolent victory was one of love and good will, as
noted in the poem (below) that Leoncio Martínez wrote
to honor Agustín Barrios Mangoré, which is included in
his Autograph Book (pp. 80–81). The title mentions the
joropo, the national dance of Venezuela (referenced in line
30), and the chipola, its fast finale. Even so, it is the story of
the guitar itself, narrated in the first person, giving all the
contexts of human experience that the guitar embodies as a
national instrument:

La Musa del Joropo

The Muse of the Joropo

Soy el alma de mi tierra,
sufro y canto con los míos,
tengo amantes murmurios
y tengo gritos de guerra.
Toda mi pasión se encierra
en serle a mi pueblo fiel,
pues vivo y triunfo con él
y en mi cantar se destaca
la risa de la maraca
y del arpa el cascabel.

I am the soul of my loam,
I suffer and sing with my own:
I watch over murmuring lovers
And herald battle disasters.
I dutifully center my passion
On serving my people, my nation
For I live their triumph alone;
Even my songs are flown
To the maraca’s titter
And the harp’s bell tone.

En nuestros valles fecundos,
terminada la faena,
cuando la lumbre serena

In our fertile valley home,
After the harvest is done
When the serene moonlight
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baña de ensueños los mundos
por los barrancos profundos
corre un divino temblor,
con los ecos del dolor
en que un alma se desgarra:
es la voz de mi guitarra
que va gimiendo de amor.

Bathes in dreams every site
Across the awesome bluff,
The rumble of an earthquake
Echoes suffering’s shake
Whenever a soul is set free:
My guitar’s voice begins its plea,
Languishing with tales of love.

En los llanos sin confín
que bravo sol tuesta en oro,
donde el mugido del toro
es ronco y recio clarín,
llega la tarde a su fin,
occidente se arrebola
y, por la llanura sola
gime la guitarra mía,
¡Que dulce melancolía
la que tiene la chipola!

On the never-ending plain
Toasted gold in the harsh sun’s rays
Where the bull goes out and brays
His blaring, blustery blast
After evening’s light is past;
When the west is a crimson tide
Over the lonely prairie grass,
My guitar begins its pitiful bawl:
What sweet melancholy, it cries,
Is the chipola’s lively ball!

Y cuando rompe la quilla
la inmensidad de las aguas
y se alejan las piraguas
por un mar de doble orilla,
la luna en el cielo brilla,
las ondas se hacen más bellas,
yo desato mis querellas
y tanta ternura pongo
que a escuchar la voz del bongo
se aproximan las estrellas.

And when the keel beam breaks
In the immense waters’ plight,
And all the canoes take flight
Over the sea of double banks,
The moon brightens heaven’s thanks
And gives the waves more allure,
As my complaints begin to cure.
So now as my tender heart aches,
I sense the bongo’s clamor
As all the stars get closer.

Yo canto y sufro de amor,
de ternura, de esperanza,
tengo el temple de una lanza
y el trino de un ruiseñor.
Ostento timbres de honor
que enaltecieron mi predio,
pues, en glorioso intermedio,
después de segar mil lauros,
fue el cantar de los centauros
de Las Queseras del Medio.

By singing and suffering I cope
With love’s tenderness, of hope:
Brandishing the lance I tell the tale,
The shrill trill of the nightingale.
To prove the honor of my fate
I can flaunt my grand estate,
For in a glorious intermission,
Harvesting laurels of manumission,
The centaurs left a chant of courage
Now sung by milkmaids of the village.

Yo soy a todas distinta;
If to others I’m middle-of-the-road,
mi mano, temblando, amarra
My hand, shaking, takes hold
al cuello de mi guitarra
Of my guitar neck’s crest
tres cintas en una cinta.
With three ribbons blessed.
La una en oro se pinta,
The first is painted gold
la otra, azul, reverbera
The second is blue and bold
y es de sangre la tercera
And the third is of blood,
pues la tiñó su heroísmo;
Stained where heroes stood;
tres cintas que son lo mismo:
Three ribbons in harmony,
¡las tres forman mi bandera!
Hence my flag, my loyalty!
		
—Leoncio Martínez, Caracas, 1932
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In summary: the early guitar supplied the harmony
for all musical occasions in the New World, whether in
Christian worship or in popular song and dance. It was
heard both in solos and in the accompanied vocal art-music
described by Castellanos. It was integral to the music heard
at the academy of Cubagua and at the uppity tertulias on
the island of Margarita.
In Latin America, unlike anywhere else in the world,
the guitar and its derivatives have come to acquire, with
the passing centuries, enormous cultural and musical
significance. More than any language or religion, the cross
or the rosary, the guitar has taken on a life of its own at the
very heart of Hispanic culture. The time to assess its colossal
impact in the New World and beyond, beginning with
Christopher Columbus’ third voyage, is long overdue.

Figure 5: The Venezuelan cuatro by “Leo” (sketch
accompanying the poem by Leoncio Martínez entitled
“The Muse of the Joropo”), Agustín Barrios Mangoré’s
Autograph Book (1939:80)
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By Stefan Hackl

Mauro Giuliani in
Vienna (1806–1819)
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poets such as Jean-Jacques
Rousseau, Lord Byron, Johann
Mauro Giuliani
Gottfried Herder, Achim von
(1781–1829), one of the
Arnim, and Clemens Brentano
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were among the leading
the growth and development
figures in this research. In
of the guitar in the earlier
Austria the Archduke Johann
nineteenth century, spent
and the Viennese Gesellschaft
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der Musikfreunde (Society
Vienna from 1806 to 1819.
of Friends of Music) were
He was well connected with
the driving forces behind a
the cultural and social life of
systematic documentation of
the imperial city, at the time a
the vocal and instrumental
melting pot which welcomed
practices of the people
talented artists with diverse
(preserved in the Sonnleithner
backgrounds from throughout
collection). Even the greatest
the provinces and neighboring
composers like Beethoven
states.
(Mödlinger Tänze, Tirolerlieder)
Giuliani performed with
and Schubert (Deustche Tänze,
the most famed musicians
etc.) willingly included folk
of the day on stages and in
elements in their compositions.
salons, and his compositions
In the repertoire of the guitar
were in demand for
Figure 1: Mauro Giuliani. Engraving by Friedrich Jügel
(which has always been
publication by Vienna’s most
after Stubenrauch. Vienna: Artaria, c. 1810.
strongly
influenced by folk
prestigious publishing houses,
music)
the
vogue of folk music
such as Domenico Artaria,
expressed itself in a large number of dances and folk song
Sigismund Anton Steiner, Tranquillo Mollo, and Anton
arrangements.
Diabelli. Johann Georg Stauffer, the noted guitar maker,
was proud to cite Giuliani as one of his clients.

The Vogue of Folk Music

The six-string classic guitar, apparently “invented” in
Naples around 1780, quickly spread to the four corners
of Europe, supplanting the older but still popular baroque
(or Spanish) guitar, with its five courses of double strings.
In the two decades following its popularization, by around
1800, there began to develop a special interest among
the educated classes in the music and cultures of their
rural or “folk” populations. It blossomed during the years
1815–1848 into what became known in Austria as the
Biedermeier period, notable for its encouragement of inhome music making.
After the Napoleonic wars, a new concept of “nation”
gave rise to historical research in ethnology, linguistics, and

Ländler-mania

Provincial musicians living in Vienna incorporated
the music of their respective homelands into their
compositions. Leonard de Call came from Tyrol, Anton
Diabelli from Salzburg, and Wenzel Matiegka from
Bohemia—all of them published Ländler with distinct
regional colorations. “Ländler-mania” spread rapidly. The
dances were usually published in dozens—sets of 6, 12, or
24. Swoboda’s revised guitar method1 contains no fewer
than 96!
The genre of the Ländler dates back to the late
eighteenth century. In variants and under different names
(Deutscher Tanz, Allemande, Walzer), descriptions of the
music and choreography first appear in 1760. According to
Liebleitner2 the Ländler was spread in Vienna by violinists

1 August Swoboda, Guitarre-Schule, Zweyte, ganz umgearbeitete und vermehrte und verbesserte Auflage (Vienna: published by the author, c1830).
2 Karl Liebleitner, “Einiges über den ‘Landler’,” Zeitschrift für die Gitarre 7(1926): 155.
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from Linz, who entertained the passengers on the Danube
river cruise ships. Unlike other dances in triple meter
(minuet, waltz, mazurka) the Ländler is characterized by
extended triadic melodies in eighth notes.
The earliest examples of Ländler for guitar (Allemandes,
Deutsche) had been published around 1800 by Leopold
Neuhauser, Andreas Traeg, Louis Wolf, Paul Sandrini, and
Simon Molitor. By the end of the century examples of
folk music could still be found in guitar method books by
Johann Decker-Schenk and Alois Götz. The large amount
of publications indicates not only the cultural but also the
commercial aspect of this vogue.
Anton Diabelli was certainly aware of the popularity
of folk music and used it as a composer, arranger, and
publisher. He reacted promptly to the publication of the
celebrated Ziska and Schottky collection of folksongs,
Österreichische Volkslieder mit ihren Singweisen (Pest, 1819),
by publishing two different versions of a selection of Ländler
for guitar with either csakan or flute (24 Originalländler…
nach den beliebtesten österreichischen Volksweisen) as early
as the following year. The tag “original” is still used these
days by the popular folk-music industry to underline
authenticity. Diabelli demonstrated the commercial
effectiveness of the word more than one hundred and
fifty years ago (see also his arrangements of Schubert’s
Originaltänze for flute and guitar). Diabelli published many
of Giuliani’s works, among them the variations on folk
songs op. 49, 99, and 103.

Tyrolean Minstrels

Ever since the eighteenth century, Tyrolean traveling
merchants have been crisscrossing Europe, offering their
products for sale. Some of them also sang songs from
their homeland, which were well received. Through the
success of groups like the Rainer family from the Ziller
valley, who toured all over the world in the nineteenth
century, Tyrolean folk songs, yodels, and dances became a
trademark and an exportable article. Genuine folk songs
gave way to clichéd songs in the Tyrolean style. Ludwig
van Beethoven, Gioacchino Rossini, Franz Liszt, and other
composers followed the fashion by writing into their scores
alla Tyrolienne, which at times was even more popular
than comparable interpretive notes such as alla turca, alla
polacca, alla zingarese, and so forth. Incidentally, among
the Tyrolean singers were some skilled guitarists who

Figure 2: The Rainer Family in London, 1827. Lithograph of
uncertain provenance. Collection of the Museumspfiste Fügen.

also performed solos and duets in their travels, making
appreciable contributions to the spread of the classical
guitar even in America.3

La Tyrolienne (l’air tirolien)

The best known song associated with the Tyrolienne,
entitled “Wann i in der Früh aufsteh” (When I arise in
the morning), became one of the most popular pieces of
all in the classical guitar repertoire, appearing in works by
Diabelli, de Call, Matiegka, Sandrini, Ferdinando Carulli,
François de Fossa, August Harder, Joseph Küffner, Luigi
Legnani, Antoine Marcel Lemoine, Carl Scholl, Joseph
Triebensee, and Marc Aurelio Zani de Ferranti—all wellknown nineteenth-century guitar composers. Did we miss
Fernando Sor and Mauro Giuliani in this list? Some years
ago I discovered a song named “Air Tirolien by Sor” in the
Viennese Hudleston Manuscript4—it turned out that it
was confused with the Air Hongroise, which is based on the
same harmonies. It was combined with the Air Tirolien in
variations by Ferdinando Carulli (op. 94, 97) and Pierre
Joseph Plouvier (IX. Sérénade)!
Variations on a Tyrolean song by Mauro Giuliani are
mentioned, in fact, in a concert review of Mauro Giuliani’s
daughter, Emilia Giuliani.5 Is it a lost or unpublished work?
or could it be the variations op. 103, which have a certain
relationship to Tyrol? It should be noted that this most
popular “Tyrolean” song is not a genuine folk song but a

3 Hans Nathan, “The Tyrolese Family Rainer, and the Vogue of Singing Mountain-Troupes in Europe and America,” The Musical Quarterly 32, no. 1 (Jan. 1946): 63–79.
4 Published in Fernando Sor, 5 Song Arrangements from the Hudleston Manuscripts, ed. Stefan Hackl (Heidelberg: Editions Chanterelle, 2010) ECH 537.
5 “Am 8. December veranstaltete die GuitarreVirtuosinn Emilie GiulianiGuglielmi, Mitglied der philharmonischen Akademien von Bologna, Rom u.s.w., im Saale der

Gesellschaft der Musikfreunde ein Concert, bei welchem selbe folgende Stücke zur Aufführung brachte: 1. Variationen über ein Thema aus “Montecchi und Capuleti.“ 2.
Potpourri mit Begleitung des Orchesters. 3. Große Variationen über ein Tyrollerlied; sämmtliche von der Concertgeberinn vorgetragen; die beiden ersten sind von ihr selbst
componirt, letzteres aber von Mauro Giuliani.” [On Dec. 8 the guitar virtuoso Emilie Giuliani-Guglielmi…organized a concert in the hall of the Gesellschaft der Musikfreunde,
in which she performed…Grand Variations on a Tyrolean Tune…this last piece composed by Mauro Giuliani.] Der Wanderer im Gebiete der Kunst und Wissenschaft, Industrie und
Gewerbe, Theater und Geselligkeit. No. 296 [December 11, 1840]): 1184.
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Figure 3: Jodler (air tirolien) and Ländler from a handwritten guitar tutor, Tyrol. c. 1830. Tiroler Landesmuseum
Ferdinandeum.

theater song in Tyrolean style, originating from the Singspiel
Der Lügner by Franz Xaver Tost (1785).6

Folkloristic Elements in Giuliani’s Works

Giuliani’s works contain a lot of different folkloristic
elements. One can easily find Italian (Monferrine), Spanish
(Boleros), Irish, Scottish, French, and Russian themes. But
the majority are Austrian. A number of Giuliani’s works refer
directly to Austrian folk music—dances (mostly Ländler) and
folk song variations. But we can find Ländler-like elements
in other compositions too, e.g., the Trio of the Scherzo in the
Sonatina op. 71/3, or the second piece in the Raccolta di
Pezzi Musicali, op. 111/I.
Dances with opus numbers (* = for two guitars)
• Op. 16a*: 16 Oesterreichische Nazional Ländler [1811]
• Op. 21: XII Walzes [1808]
• Op. 23: Zwölf Neue Wald-Ländler [1810]
• Op. 24: XIV Balli Nazionali (No. 8, La Tirolese [1812]
• Op. 33: XII Ecossaises [1811]

•
•
•
•
•
•
•
•
•
•
•

Op. 44: XII Lændler [1814]
Op. 55*: Ländler [1814]
Op. 57: 12 Walzer [c. 1819]
Op. 58: 6 Ländler, 6 Walzer, 6 Ecossaises [c. 1819]
Op. 75*: XII Ländler con finale [1817]
Op. 75*: Zwölf Ländler Samt Coda für Flöte oder 		
Violine mit Begleitung der Guitarre [1817]
Op. 80: 12 Laendler per [1818]
Op. 90: 12 Walzer [1817]
Op. 92*: 12 Neue Ländler [1818]
Op. 94*: XII Laendler [1819]
Op. 116*: Le Avventure di Amore espresse in Dieci 		
Valzer Caratteristici [1828]

Dances without opus number:
• Auswahl der beliebtesten Deutschen aus dem Apollo-		
Saal* [1812]
• Rondò e Valzer [1828]
• Rondoncino e due walz [1828]
• Diversi Walz [3 vols., 1828]
• IX Valzer e Finale [1828]

6 Thomas Nußbaumer, “ ‘Wann i in der Früh aufsteh,’ ein air tirolien in künstlerischen und populären Bearbeitungen und Überlieferungen,” in Volksmusik in den Alpen:
Interkulturelle Horizonte und Crossovers, ed. Thomas Nußbaumer. Salzburg: Mueller-Speiser, 2006, 177–206.
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Some of the Ländler series have an obligatory
accompaniment of a second guitar (“unwillkürliche
Begleitung”); sometimes it’s optional (“willkürliche”). The
early duets (op. 16a, op. 55, and the selections from the
Apollo-Saal) are written for two guitars in standard tuning;
the later ones require a terz guitar (becoming fashionable at
that time) for the first part.
While the Nazional Ländler, op. 16a, are at least partly
arrangements of traditional folk tunes, the other sets seem
to be predominantly Giuliani’s own compositions. Let’s
have a closer look at the first:

16 Oesterreichische Nazional Ländler für zwei Guitarren
Componirt und dem Herrn Heinrich Gründler Zugeeignet von
Seinem Lehrer Mauro Giuliani, 16tes Werk.(Vienna: Artaria &
Comp., 1811).

(op. 80) and other composers, e.g., Franz Seegner, ZitterLändler, op. 2 (Vienna, 1821).
Some notes raise questions: In no. 7 some accidentals
are obviously wrong or missing. In no. 15 the bass note A in
the second part would suggest the subdominant while the
melody requires the dominant (the same is found in no. 12,
m. 3). As the seventh of B major the A sounds strange, but
Giuliani might have accepted it for the benefit of an open
string (the bass note B would be possible but difficult).
In general, Giuliani’s settings match the style of
Austrian folk music very well: The melodies have the large
ambitus reflecting the typical register changes between
the chest voice and falsetto. These are a defining aspect
of yodeling—leaping up and down from note to note of
a triad. The rhythmic flow of eighth notes is occasionally
interrupted by hemiolas and syncopated rhythms, which
are significant for the waltz. In terms of playing technique,
the extended use of ornaments might suggest that amateur
players had been familiar with slurs of various kinds. No. 14
of op. 16a appears in a 4/4 meter, as a study in op. 1 (part
3, no. 10).

These Ländler reflect the idiom of Austrian folk music
more than any of the others. Some of them are obviously
traditional melodies which were still played in the twentieth
century. No. 1 is known under the name “Schmalzer” and
was recorded by Alfred Quellmalz in Bolzano in 1942. A
concordance to no. 11 can be found in a manuscript of
Steyerische Tänze from 1851.7
The Ländler, op. 16a,
reveal a variety of different
local styles. Most of them
have a simple metric scheme
(eight-bar sections), and
harmonic structure (tonic and
dominant). Only nos. 9 and 10
have Schubert-like harmonic
extensions. No. 13 and 15 are
much like the minimalistic
Innviertler Ländler from Upper
Austria. Only no. 16 is rather
unusual for folk music, with
what sounds like a concertante
finale.
In no. 12, Giuliani uses
a symbol (ondeggiamento) for
the typical “lateral” vibrato
associated with the Zither.
In modern editions and
performances it is sometimes
mistaken for the trill symbol, but
the proper symbol for the trill
(tr) appears in no. 15. We find
the ondeggiamento also in other
Figure 4: Ländler from Mauro Giuliani op. 80 in the first edition (1817).
Ländler compositions by Giuliani

7 I am indebted to Walter Deutsch for helping to spot the sources.
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Figure 5: A sampling of an arrangement by Sepp Eibl (1979) for two or three guitars.

Variations on Folk Songs

The simple structure of folk songs from the Alps lends
itself very well to variations. Giuliani wrote numerous sets
of variations; some of them based on traditional Austrian
folk songs or on works in the unmistakable style of folk
songs.
Six Variations pour la Guitarre Sur L’air: a Schisserl und
a Reindl [a dish and a pot] par Mauro Giuliani, Oeuvre 38,
was published by Artaria & Comp. in 1812. There is also a
manuscript copy of a version with full orchestra by Antonio
Gracco,8 which could be Giuliani’s own arrangement. He
might have given it to Gracco during his stay in Trieste after
leaving Vienna.

The theme, probably a traditional melody well
known and widely sung, first appears in the Singspiel Der
Marktschreyer by Franz Xaver Süßmayr (1799). The best
known variations of the song are those by Ludwig van
Beethoven (for flute and piano, op. 105) and Carl Maria
von Weber (for viola and piano, J 49). Wenzel Thomas
Matiegka (in Grande Serenade facile op. 11) and Matteo
Carcassi (in Etrennes aux Amateurs op. 8) composed
variations on this song for the guitar. In the setting of the
theme we already see Giuliani’s fun-loving spirit at work:
the second part of the phrase is a kind of diminution.

8 New edition by Giorgio Tortora, Editions Chanterelle 525.
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XII Variations faciles
pour La Guitarre sur une Air
nationale Autrichien composeés
par Mauro Giuliani, Oeuvre
47, was published in 1813 by
Steiner & Comp. The theme is
based on the song “Freundin
(or “Mädchen”), ich komm mit
der Zither.” It is also heard in
a work for three male voices,
which is attributed to Wolfgang
Amadeus Mozart (KV C
9.08, apocryphal works). It’s
the easiest of all variations by
Giuliani.

Figure 6, 7, 8 & 9: “A Schisserl und a Reindl” in versions of Franz Xaver Süßmayer,
Matteo Carcassi (op. 8), Wenzel Matiegka (op. 11), and Mauro Giuliani (op. 38).
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Six Variations pour
la Guitarre sur la chanson
nationale: I bin a Kohlbauern
Bub [I am a cabbage-farm
boy]: composées e dediées à
Mme M.A. De Ritterspurg par
Mauro Giuliani Oeuvr. 49. First
appeared in 1814 with Thadé
Weigl, and later also in an
edition by Anton Diabelli. It’s
interesting that the melody in
the version of Zischka/Schottky
(1819, used in Diabelli’s
Originalländler… nach
österreichischen Volksweisen), is
quite different from Giuliani’s.
Other sources such as Hans
Commenda (1914) show
a version which is almost
identical. This comes as no
suprise as deviating versions
are a common feature of orally
transmitted songs.
Introduction et Variations
pour la Guitarre seule sur le
Thème favori: Das ist alles eins,
ob wir Geld haben oder keins
[the differences amount to
aught ‘twixt having gold and
having naught], Composées et
dediées A Monsieur Constant
Moretus, Gentilhomme Belge,
par Mauro Giuliani, Oeuvre 99.

Figure 10, 11 & 12 (clockwise): Theme from Giuliani’s
“Kohlbauernbub” Variations, Op. 49, and alternate versions from
Zischka/Schottky, and from the collection of Hans Commenda,
Oberösterreichisches Volksliedwerk: HL VI/4/14.

First published by Cappi & Diabelli in 1819. This song, as
noted in the case of the Air Tirolien, is not a genuine folk
song but a theater song from the comedy Die Büchse der
Pandora by Johann Fuss (Vienna, 1818). Its folkloristic style
may have inspired Giuliani to use elements of alpine folk
music in his variations. Another theater song was “varied”
in op. 97: Variationen für die Guitarre über das beliebte
Duett “Ich bin liederlich, du bist liederlich”[I am carefree, you
are carefree] aus dem Zauberspiel “Der Schatten von Faust's
Weib.” Some of the Viennese theater songs were so popular
that they were considered folk songs.
Introduction et Variations pour la Guitarre seule sur un
Walz favori composées et dediées à Mademoiselle Cressence
Comtesse de Tannenberg par Mauro Giuliani Oeuvre 103
was first published by Cappi & Diabelli in 1819 and in
an arrangement for guitar and string quartet in 1826
(Introduction et Variations sur un Valse favori pour la Guitare
avec accompagnement de deux Violons, Alto et Violoncelle
composées par Mauro Giuliani Oeuvre 103).

The theme, named “Walz favori” is more like a song
than a dance: The first part of the melody has some yodellike glissandos (which were very unusual in the guitar
music of that time!), the second part is like an instrumental
interlude between the stanzas. The melody may be a
reference to the dedicatee, the Tyrolean countess Kreszenz
von Tannenberg. She might have been a pupil of Giuliani
—in an oil painting from 1817 she appears with her
guitar.9 The count Louis von Tannenberg had been taught
to accompany songs with the guitar by Johann Baptist
Gänsbacher in 1811.10

9 Private collection
10 Stefan Hackl, “Die Gitarre in der Kammermusik des Tiroler Komponisten Johann Baptist Gänsbacher (1788-1844),” Gitarre & Laute 4 (1996): 15–19.
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movement. In Munich and
Vienna this guitar revival drew
heavily on Alpine (German,
Swiss, and Austrian) folk
music—not just on the success
of the Spanish virtuosos such
as Miguel Llobet and Andrés
Segovia. Alois Götz, Johann
Decker-Schenk, Markus
Schwerdhöfer, and Heinrich
Albert published many dances
and folk song arrangements
with guitar. Jakob Ortner
toured with Tyrolean minstrels
(Nationalsängergesellschaft EggerRieser) and was famed for his
skill in improvising Ländler and
Figure 13: Theme of Giuliani’s Introduction et Variations pour la Guitarre seule sur un Walz
marches. As the first Professor of
favori op. 103.
Guitar at the Musikakademie in
Vienna (so named in 1914), Ortner was able to bring the
Viennese bass- (or contra-) guitar into the curriculum by
In Giuliani’s list of works, which he sent to Domenico
1923.
Artaria in 1828, op. 103 was named “Varizioni sul tema
11
German and Austrian publishers printed numerous old
Scarivari.” Whatever “Charivari” meant at that time, it was
and
new Ländler, among them some by Mauro Giuliani.
surely something humorous.
Weinberger made a reprint of the Nazional Ländler, op 16a,
Last but not least there are variations on a waltz,
with the original plates of Artaria, entitled “16 Walzer.”
composed after his Viennese period and published in
Schott published a selection of Neue Wald-Ländler, op. 23
Napoli (Girard) 1827: Variazoni con Introduzione, e Finale
(6 leichte Ländler A-Dur aus op. 23, G.A, 325) and still
per Chitarra Sola sul Tema di un Valzer Favorito di Mauro
others from op. 75 and 80 in two volumes (Leichte Ländler,
Giuliani Opera 138. The theme is a variant of a Ländler
G.A. 380, 381), in which the part of the second guitar was
Giuliani used as the trio of the Scherzo from Sonatina op.
arranged in A major; in the original version, the first part
71/3.
(for terz guitar) was written in C major.
Since tourism in the Alps sparked a new interest in
The Reception of Giuliani’s Compositions in
traditional music, there developed a separation between
Alpine Folk Music
“genuine” folk music and the commercial variety. Sepp Eibl
In the second half of the nineteenth century, the guitar
(born 1934), from Munich, was one of the most important
almost completely disappears from public life. We read of
figures in the preservation and promotion of authentic folk
very few concerts being performed or music editions being
music in his work for the Bavarian radio and television. He
published. But still guitars were being made and played (for
was also a skilled guitarist, who influenced many young
example, in Vienna there was a demand for bass-guitars
players. He published some of Giuliani’s works in his
for use in Schrammel-musik ensembles). Folk music helped
periodical Münchner Musikblätter,12 and his arrangements
the instrument to survive—albeit in the privacy of people’s
of Giuliani’s Ländler from op. 80 for two or three guitars
homes.
(Zimmermann ZM 2150) are still well known. Various
Then, at the turn of the twentieth century, a situation
groups play them, and not just with guitars.13 Giuliani’s
arose similar to the one seen at the turn of the previous
Ländler also found their way into the repertoire of the
century. A new wave of enthusiasm for folk music emerged,
ukulele in an arrangement by Ondrej Šárek (Mel Bay,
due in part to new research and collection efforts and
2013).
in part to the so-called Wandervogel (wandering bird)

11 Thomas F. Heck, Mauro Giuliani: A Life for the Guitar (Kindle edition), 3rd edition, Austin, 2013. Thanks to Gerhard Penn for the hint.
12 Münchner Musikblätter, Mitteilungen der Volksmusikschule Sepp Eibl e.V. Ed. Sepp Eibl (1984/4 and 1990/4).
13 For example, listen to the CD, Achentaler Saitenmusik Nr. 2 (Bogner Records, 2008), https://www.amazon.de/dp/B0034WKP6A/ref=dm_ws_tlw_trk5
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Figure 14: Sepp Eibl (photo by Stefan Hackl)
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MUSIC
FEATURED FACSIMILE:
Zwölf neue Wald-Ländler (Twelve New Forest-Ländler), Op. 23
To complement Stefan Hack’s article on Austrian folk music in the published works of Mauro Giuliani, we are
pleased to reproduce, from the Boije collection of the Music Library of Sweden, this charming set of twelve dances
entitled Zwölf neue Wald-Ländler (Twelve New Forest-Ländler), Op. 23. It was first published by the prestigious
firm of Artaria & Co., with plate no. 2710, advertised for sale on 27 January 1810. Characteristic of these waltzes
were the chordal (triadic) melodies, inspired stylistically by yodelers and yodeling. The intervallic tuning of the
guitar favors the performance of such melodies as these, which evoke a style of folk music that runs deep in Austrian
musical consciousness. Usually performed in sets of twelve, all in the same key, a Ländler-reihe (set, or row) usually
began slowly, accelerated gradually toward the middle of the set, and slowed down again towards the end.
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BOOK REVIEWS
Clark, Walter Aaron.
Los Romeros: Royal Family of the
Spanish Guitar. Urbana, Chicago,
& Springfield: University of Illinois
Press, 2018.
The history of a dynasty is
not an unusual subject for a book
(e.g. Medici, Romanov, Bach,
Strauss), but rarely are most of the
protagonists alive and involved to
some degree in the project. The
author of Los Romero: Royal Family of the Guitar is Walter
Aaron Clark, Distinguished Professor of Musicology and
Director of the Center for Iberian and Latin American
Music at the University of California Riverside.1 His most
recent book is also atypical of most scholarly biographies
in which the author’s physical and chronological distance
from the subject enforces a sort of remote objectivity. Clark
makes no attempt to disguise his admiration and affection
for his subject(s), who welcomed his research, freely shared
their memories, and provided complete and unrestricted
access to the family “archives.”
Nevertheless, Clark is a scholar and his book bears a
university imprint; he is no Boswell enthralled by a clan of
brilliant Samuel Johnsons. In his Introduction, Clark states
that his research was undertaken with the understanding
that this was not to be an “authorized biography.” “[T]he
Romeros have neither supervised nor attempted to monitor
the preparation of my manuscript or to exert editorial
control in any way,” he declares. The book is his “personal
assessment of their importance in the musical and cultural
history of the past several decades.” He also convinced
the Romero family to deposit the family archives in the
UC Riverside library, so that “nearly all” of the primary
documentation for the book is available to the public, and
much of it is now online.2 Although Clark generally avoids
adulation or hyperbole (not always an easy task!), he does
not dodge relevant controversy. For one example, note his
respectful but neutral analysis of the existential crisis of
Angel Romero leaving the Romeros quartet in 1990. It
establishes Clark as the right scholar to write this fascinating
book about a remarkable family.
The guitar has been a palpable presence in almost all
of Clark’s publications,3 including his highly-regarded
monograph biographies of composers Isaac Albéniz,
Enrique Granados, and Federico Moreno Torroba (the
latter co-authored with William Craig Krause)—three
composers who were not themselves guitarists but who
have had enormous impact on the modern classical guitar
repertoire. In researching their 2013 biography of Torroba,
Clark and Krause were able to draw upon the personal
memories of the composer’s son, Federico Moreno-Torroba
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Larregla, as well as many of his friends and collaborators.
These latter categories included the Romero family. Not
coincidentally, many of the composer’s later works called
for one or more guitars, or guitars with orchestra, and
were written with the Romeros in mind. The Romeros
were generous with their time and provided many
insights and anecdotes for the Torroba biography, also
contributing a touching Foreword. Clark knew several
Romeros even before embarking on this project; he had
studied with both Celín and Pepe while earning his
master’s at the University of California San Diego. Clark
apparently decided that a serious study of the Romero
phenomenon was needed, not only of the celebrated
quartet but of the entire family and its remarkable and
unique multi-generational relationship with the guitar
and with music. He was uniquely suited to write such a
book.
In organizing his book on the Romeros, Clark begins by
telling the compelling family story chronologically: Part I is
Chapters 1-4 “Spain,” and Part II is Chapters 5-8 “Southern
California.”

The Romeros’ story has been briefly and sometimes
inaccurately told on thousands of program notes and
album covers over many decades: a guitar virtuoso,
Celedonio Romero, finding his career stalled in Franco’s
Spain, manages to “escape” with his family to California,
where his prodigious sons inspire him to form a guitar
quartet. Enormous popularity ensues. Clark retells this
story but adds impressive new details and insights into
the history of the classical guitar during the decades in
question. Drawing on the manuscript memoirs of “Uncle
Pepe,” Celedonio’s eldest brother, Clark traces the family
back several generations to small Andalusian villages in
the mountains north of Málaga, and on to Cienfuegos,
Cuba, where Celedonio was born in 1913. Cuba had
won its independence from Spain fifteen years earlier as
a consequence of the Spanish-American War. It retained
deep ties with Spain but was suddenly flush with
American investment. Celedonio’s father achieved success
as a builder, contractor, and architect, and the family
prospered but nevertheless returned to Spain in 1919,
settling in Málaga. Celedonio fondly remembered Cuba
as a tropical paradise, but his artistic and intellectual
development from the age of six mostly took place in
Málaga.
Clark vividly describes this new milieu, which
included zarzuelas, flamenco shows, moving pictures,
phonograph recordings (especially Segovia’s),4 and
tertulias (informal gatherings of poets, painters,
musicians, and other intellectuals). “Uncle Pepe” played
guitar and was a member of an estudiantina, a popular

sort of musical ensemble. Celedonio’s mother bought
him his first guitar in Málaga, and he took lessons from
a number of local teachers, absorbing aspects of both the
Tárrega technique and flamenco. He also studied solfeggio
and harmony at the Málaga Conservatory. He gave his first
public recital in 1931 at the age of eighteen, and by 1933
was performing at the Teatro Cervantes, the city’s main
concert venue, in a mixed program that included a poetry
reading and a student chorus. Within a few years, he was
featured in weekly concerts on Spanish National Radio in
Málaga.
In spite of many favorable reviews (documented by
extant clippings in the Romero family archive), Celedonio
faced many obstacles to making a career as a guitarist.
His father died in 1932, leaving a widow and four sons in
economic difficulty. Celedonio married Angelita in 1934
only to be conscripted into the army and stationed for a
time in Granada, where he suffered a serious illness. In
1936, the Spanish Civil War broke out, a national tragedy
in which Málaga—and Celedonio’s family—remained loyal
to the Republic. The city was punished with a savage aerial
bombardment, the worst of it occurring while Angelita
was giving birth to their first son, Celín. Celedonio chose
to remain by her side. Much of Spain had descended into
chaos when Franco’s Nationalist forces occupied the city in
1937. Celedonio was forced to hide his Loyalist sympathies
for the sake of his family. On several occasions, his skill
on the guitar and the contacts he had made helped him
to avoid dangerous situations and also to extricate himself
from a second conscription. The family somehow survived
the next two years, and Celedonio was reunited with his
brothers in Málaga after the war.
Franco’s dictatorship was established just as World War
II was breaking out in Europe; Spain remained officially
neutral. Ironically, Celedonio’s concert career flourished, as
did his family: sons Pepe and Angel were born in 1944 in
1946 respectively. But although he now gave concerts all
over Spain, the concerts depended heavily on government
favor, and the bureaucracy thwarted every effort to book
performances abroad. The Civil War had left deep divisions
in Spanish society in music as well as other arts. It was an
embarrassment to the Franco regime that many of Spain’s
most celebrated artists now preferred to live abroad. Segovia
had moved to Montevideo in 1936 and didn’t return to
Spain until 1952; Sabicas and Carlos Montoya moved to
the United States and were astonishing audiences with their
virtuosic exotic music called “flamenco.” The Romeros
determined that it was time to emigrate.
From this point in Clark’s narrative, the story he tells is
well known at least in outline: a train to Lisbon in 1957, a
TWA flight to Santa Barbara, and a new life in California.
But in Clark’s telling, the quality and detail of the anecdotes

increase, probably because Celín, Pepe, and Angel were old
enough to have vivid memories of these events. Clark brings
to life the bureaucratic intrigue, the kindness of friends
and strangers, the boldness of the engaño (“We left Spain
with nothing …”), and the culture shock the Romeros
experienced, leaving the puritanical repression of Franco’s
Spain for the land of Eisenhower and Elvis. We learn, for
example, that Celín was the first in the family to learn to
drive, and that the first car was a 1948 Pontiac two-door
that cost $99. In 1958, the family moved to Hollywood—a
better location for a career in the entertainment business—
and opened a studio where Celedonio taught the young
Christopher Parkening while the teenaged Pepe gave lessons
to studio musicians like Tommy Tedesco and Tony Mottola.
The Romeros were becoming celebrities, but in 1959, with
the Cold War raging, Célin was drafted.
The following year, at an Army open house celebrating
the end of basic training, Celín was joined by his father and
brothers in an impromptu malagueña. It was the first time
the four guitarists performed together, and the reception
was enthusiastic. In 1960, several Romeros made their first
recordings (Celedonio and Celín playing duets and Pepe
playing flamenco), and the newly formed Romeros quartet
played its first concerts. The following year, the quartet was
featured on the Jack Paar Show (on national television!);
professional management and a contract with Mercury
Records soon followed.
There were many factors to explain the stunning success
of the Romeros. They played a variety of attractive music
from Renaissance to Villa-Lobos, and some flamenco—
much of which was still exotic to most Americans—and
they played it with breathtaking virtuosity. They were
handsome and telegenic, with plenty of Old-World charm
and a stage presence somewhere between a tablao and
classic string quartet. They had arrived in America at just
the right time, when the guitar—ubiquitous in rock, folk,
country, jazz, flamenco, bluegrass—was the most popular
instrument in the nation and Segovia and Julian Bream had
already carved out their niches as touring classical guitarists.
The Romeros were also able to take advantage of postwar
prosperity with its new technology such as television and
vinyl LP recordings, and their tireless concert schedule
made good use of Eisenhower’s new interstate highway
system. They were fortunate that the American friends who
helped them leave Spain had brought them to southern
California and not a small town in the Midwest!5
Part III, Chapters 9-12, presents the protagonists in individual
profiles, and Part IV discusses the Romero legacy: technique,
repertoire, the next generations, the evolving quartet. There
are also useful appendices, including a Romero genealogy,
bibliography, glossary, and a discography.
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Surveying the Romero legacy, Clark mentions first
the Romero technique, which he describes as “highly
systematic, clearly defined, and consistently successful,”
promulgated via method books, instructional DVDs,
private lessons, master classes, workshops, and festivals
throughout the world, plus decades of teaching at San
Diego State University and UCSD (Celín) and at the
University of California Los Angeles, UCSD, and the
University of Southern California (Pepe).
Having established the first professional guitar quartet
of the modern era,6 the Romeros also created a quartet
repertory that includes works written for them by the
likes of Joaquín Rodrigo and Torroba—who became close
family friends—as well as many transcriptions (of works
by Bach, Bizet, Breton, Chapí, Falla, Giménez, Pachelbel,
Turina, Vivaldi, and more). Over the years the number of
guitar quartets—student and professional—has multiplied
dramatically, and many of them commissioned or arranged
their own repertories. The guitar quartet has become a
whole new category of chamber music and also has had a
significant impact on guitar pedagogy.
The individual Romeros also performed and recorded
guitar solos and duets, often with chamber ensembles or
orchestras. In addition to the staples of the established
guitar repertory, they resurrected lost or neglected guitar
music (by Giuliani, Sor, Carulli, Diabelli, Molino, Mertz,
Boccherini, and the Spanish composer Ángel Barrios).
In addition to concertos by Rodrigo and Torroba, they
performed those of Claude Bolling, Paul Chihara,
Ernesto Cordero, Morton Gould, Aita Madina, Xavier
Montsalvatge, José Muñoz Molleda, Lorenzo Palomo, Lalo
Schifrin, and Michael Zearrott, many composed specifically
for them. And the music of pater familias Celedonio
Romero has always figured prominently in the Romeros’
repertory.7 The Los Angeles Guitar Quartet, celebrated heirs
of the Romero tradition, summed it up: “It is impossible to
overestimate the impact that the Romeros have had on the
world of the classical guitar.”
In Part III, Clark discusses his five principal
protagonists as individuals, each of them multi-talented.
Celedonio, he notes, was a gifted poet8 and Angelita was
his muse, a lover of literature and the arts who attended to
all the domestic duties, home-schooled her sons through
colegio (elementary school), read to them on long car
journeys between concerts, and expertly added castanets to
their concerts. The eldest son, Celín, had reached maturity
in Spain but his younger brothers were still teenagers
when they arrived in America. Celín necessarily assumed
many responsibilities, from “babysitter” to guitar teacher,
chauffeur, bookkeeper, and financial adviser. Clark calls
him the “romantic,” and cites his taste in music, his deep
Spanish roots, and his skill as a raconteur. Pepe is described
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as the “philosopher,” one who takes a thoughtful, often
spiritual, approach to each of his many skills, which include
drawing and painting9 as well as music. He is, of course,
renowned as both a classical and flamenco guitarist. Clark
describes Angel, the youngest brother, as a “Proteus”—a
child prodigy who performed the west-coast premiere
of the Concierto de Aranjuez at the Hollywood Bowl in
1964, when he was eighteen. While maintaining his
career as a virtuoso guitarist, Angel is an avid painter who
has also “built guitars, flown airplanes, earned a brown
belt in karate, … sung on stage with Plácido Domingo,
collected Arabian horses,” and launched a second career as
a conductor. He has studied acting and film scoring, has
appeared on film, and has composed an award-winning film
score.
Although the main focus of Clark’s book was necessarily
these five protagonists, he also makes some space for the
Romeros’ ladies and their children. Not surprisingly, the
Romeros all chose partners who were artistic, accomplished,
and supportive. Celedonio’s grandchildren likewise are
loaded with talent and have begun to assume the weight
of the family tradition. Celín’s son Celino replaced Angel
in the quartet in 1990, and Angel’s son Lito replaced
Celedonio in 1995. When the quartet plays these days, at
least one of the guitars on stage was probably built by Pepe’s
son, Pepe II. Pepe’s grandson, Bernardo, is also a prodigious
luthier. Among the children, grandchildren, and great
grandchildren there are also dancers, singers, pianists, and
of course guitarists, so that at some point Clark will need
to add another volume. This “beautiful journey,” in the
fortunate words of David Russell, continues.
–Richard Long
__________________________________________
1 Professor Clark earned degrees in guitar performance from the University of
North Carolina School of the Performing Arts and the University of California San
Diego. A grant to study early music in Germany with the eminent lutenist Jürgen
Hübscher led him down a “new career path,” to UCLA and a doctoral degree in
Musicology directed by Robert Murrell Stevenson (1916–2012), a versatile scholar
of both Spanish and Latin American music and founding editor of the InterAmerican Music Review. Clark has followed in Stevenson’s footsteps in several regards,
notably his eclectic research topics that range from Renaissance intabulations for
lute and vihuela to the many reincarnations of Lecuona’s Malagueña. See: “Luis de
Narváez and the Intabulation Tradition of Josquin’s ‘Mille regretz’,” Journal of the
Lute Society of America (XXVI, 1993): 17-52; “The Malagueñas of Breva, Albéniz,
and Lecuona: From Regional Fandango to Global Pop Tune,” in The Global Reach
of the Fandango in Music, Song and Dance: Spaniards, Indians, Africans and Gypsies
(Newcastle Upon Tyne: Cambridge Scholars, 2016), edited by K. Meira Goldberg
and Antoni Pizà. This is the 700-plus-page revised and translated proceedings of
a bilingual international conference of the Foundation for Iberian Music held at
CUNY in 2015.
2 The Romero archive includes correspondence, clippings, programs, personal and
official documents, and a photocopy of the unpublished memoirs of “Uncle Pepe,”
Celedonio Romero’s oldest brother. (www.oac.cdlib.org/findaid/ark:/13030/
c8057mh2/).
3 Albéniz had not inspired a new biography for over half a century (and none
in English); Torroba had been the subject of Krause’s 1993 Ph.D. dissertation at
Washington University. Isaac Albéniz: Portrait of a Romantic (Oxford & New York:
Oxford University Press, 2002); Enrique Granados: Poet of the Piano (Oxford &

New York: Oxford University Press, 2006); [with William Craig Krause:] Federico
Moreno Torroba: A Musical Life in Three Acts (“Currents in Latin American and
Iberian Music,” Oxford & New York: Oxford University Press, 2013). Other
notable publications by Clark include: Isaac Albéniz: Research and Information
Guide (“Routledge Music Bibliographies,” New York & London: Routledge (Taylor
& Francis), 1998; 2nd edition, 2015); [Clark, ed.], From Tejano to Tango: Essays
on Latin American Popular Music (“Perspectives in Global Pop,” New York &
Abingdon: Routledge, 2002), and [co-edited with Robin Moore:], Musics of Latin
America (New York: W. W. Norton & Co., 2012).
4 Segovia’s first recording was a wax cylinder engraved in a studio in Havana in
1923, with music by Tárrega and Turina; his first phonograph recordings date to
1927, when Celedonio was fourteen. Alberto López Poveda, Andrés Segovia: Vida y
obra (Jaén: Universidad de Jaén, 2009), II, 1098.
5 Los Angeles was probably the most lively classical guitar community in the U.S.,
with the possible exception of New York. In the 1950s and ’60s, L.A. was the seat
of Vahdah Olcott Bickford’s American Guitar Society and home to classical guitar
aficionados such as Ronald Purcell, Frederick Noad, Howard Heitmeyer, Theodore
Norman, and the luthier José Oribe. Residents or frequent visitors included studio
musicians Jack Marshall and the aforementioned Tedesco and Mottola, while the
Hollywood film industry was known to employ Sabicas, Laurindo Almeida, and
Vicente Gómez (who also gave guitar lessons to Ricky Nelson), not to mention
Mario Castelnuovo-Tedesco, who was at this time living in Beverly Hills, scoring
major motion pictures and composing some of his best guitar music.
6 Allen Morris has pointed out that the Romeros were the first professional guitar
quartet; obviously, they were not the first example of four guitarists playing together.
Guitar trios were not unusual in the early nineteenth century, but there is almost no
extant repertory for four guitars from that period. Early ensembles usually included
one or more terz-guitars, and sometimes quart-, quint-, or prim-guitars, and often a
bass guitar as well. The Romeros’ guitar quartet always consisted of four normalsized instruments in standard tuning—a compromise that limited the collective
tessitura but probably encouraged imitation. Heinrich Albert’s guitar quartet in
Munich in the early twentieth century was at least semi-professional, depending
on how one defines the word, but it consisted almost entirely of harp guitars. Allan
Morris, “Heinrich Albert and the First Guitar Quartet [in Munich Around 1909],”
Guitar and Lute Issues website (orphee.com, 2003 [no longer online]); republished
on Mando Island website www.mandoisland.com/?p=886], 2010. Also see Gregg
Miner, “Heinrich Albert and the World’s First Harp Guitar Quartet,” at website
www.harpguitars.net/players/month-player,7-04.htm,2004.
A more likely source of the Romeros’ inspiration was the rondalla, a band
of street musicians popular in Spain and throughout the Spanish empire from
South America to the Philippines. By the late nineteenth century, a typical rondalla
consisted of bandurría(s), Spanish lute(s), and guitars, as well as tambourines,
castanets, and other percussion. A bandurría is a cittern with a very short neck with
metal frets and six double courses of metal strings tuned in fourths (from G m). The
traditional laúd is organologically similar but has a larger body and a longer neck
(facilitating access to higher positions); it is tuned an octave lower than a bandurría.
Celedonio’s brother “Uncle Pepe” played guitar in such an ensemble. Similar string
bands were popular in many countries, including mandolin orchestras in Italy,
German Zupforchestern, and American folk ensembles of mandolin, banjo and
guitar. Some of the estudiantinas (bands of Spanish “students”) traveled abroad and
became internationally famous. Both Torroba and Rodrigo composed or arranged
music for rondalla; see, for example: Federico Moreno Torroba, “Luisa Fernanda”:
Mazurka y habanera del soldadito, for 2 bandurrías, 2 lutes, & guitar (Madrid: Union
musical española, 1932, p.n. 17206; Joaquín Rodrigo, Estudiantina: Pasacalle y
Coplilla, for 2 bandurrías, 2 lutes, and 2 guitars (Madrid: Union musical española,
1962, p.n. 1989).
The most famous such ensemble was probably the Cuarteto de laúdes
Aguilar—much like a string quartet except that the strings were plucked rather
than bowed. It consisted of Ezequiel and José Aguilar on laudínes (soprano lutes),
Elisa Aguilar on a (viola-sized) laúd, and Francisco (“Paco”) Aguilar on a grand
laúd (a custom laudón with double courses and the tessitura of a cello). Note that
the Aguilars, like the Romeros, were all members of the same family. Included in
their repertory were a number of Joaquín Turina arrangements and compositions
such as “Fiesta mora en Tanger” (Album de viaje, Op. 15, No. 5), published for
piano in 1916 and arranged for lute quartet in 1924, and “Desfile de soldados de
plomo,” from Niñerias, Op. 21 (serie 1), arranged by Turina in 1925. Turina’s Dos
danzas sobre temas populares españoles, Op. 41, were composed or arranged for the
Aguilars in 1926, then published for piano the following year. Turina’s masterpiece,
La Oración del torero, Op. 34, was originally conceived for the Aguilars in 1925
and then reworked by the composer into his lush String Quartet No. 2, Op. 34
(1926). Turina’s Recuerdos de la antiqua España, Op. 48, was his last work for lute

quartet; the manuscript is dated 1930. Celedonio Romero was a friend of Turina
and was well aware of this music; in 1995, the Romeros recorded the Oración in an
arrangement by Pepe based on the Aguilar version.
7 Clark includes several useful appendices but regrettably omits a list of Celedonio’s
compositions and transcriptions. The catalog of the UME Archive in Spain
lists seventeen entries; of course it does not include editions from other Spanish
publishers, publishers outside of Spain, unpublished works, or arrangements and
orchestrations of previously published works. Yolanda Acker, María de los Ángeles
Alfonso, Judith Ortega, and Belén Pérez Castillo, eds., Archivo histórico de la
Union Musical Española: Partituras, métodos, libretos y libros ([Madrid]: Catálogos
de los fundos musicales de la Sociedad General de Autores Editores – Instituto
Complutense de Ciencias Musicales / III, n.d. [1993?]), 195–196.
8 An anthology of Celedonio Romero’s selected poetry was privately published:
Poemas, prosas, pensamientos y cantares (Del Mar, California: n.p., 1995).
9 In the prestigious Robert Lehman Collection at the Metropolitan Museum of
Art in New York City, there is a landscape painted by Pepe Romero when he was
a teenager in Santa Barbara. Richard R. Brettell, Paul Hayes Tucker, & Natalie H.
Lee, eds., The Robert Lehman Collection, Vol. III: Nineteenth- and Twentieth-Century
Paintings (New York: Metropolitan Museum of Art & Princeton University Press,
2008), Catalog No. 128.

Ian Gammie.

Nineteenth-Century Guitar Songs: An
Idiosyncratic Survey.
St Albans Herts: Corda Music
Publications, 2017.
www.cordamusic.co.uk

Who were the most popular,
prolific, best-selling guitarists of
the period 1790–1840? Most
modern guitarists might think of
Carulli, Giuliani, or Sor; those who
consider chamber music would probably suggest Leonhard
von Call, Joseph Küffner, and Carulli. But the correct
answer may well be Alberti, Ducray, Gatayes, Lemoine,
Meissonnier, or Vimeux. One of the least studied aspects
of the history of the guitar is the enormous production of
vocal music with guitar accompaniment dating from the
last decades of the Ancien Régime to the mid-nineteenth
century. Thousands of guitar songs and airs were published
in Europe and America. Those that have survived are now
scattered throughout the private and public libraries of
the world. The music ranges from broadsides and ballads,
comic tunes from vaudevilles, arias from popular operas,
and political parodies based on well-known melodies,
to arrangements or original compositions by the most
celebrated composers of the age. Obviously, the quality of
the music varies greatly. Many of the composers supplied
their own accompaniments for guitar, while others (or
their publishers) employed arrangers. Some of the bestknown guitarists of the time, such as Carulli, Carcassi,
and Lhoyer, augmented their incomes in this fashion.
Often the accompaniments are rudimentary but some
require accomplished performers; the guitar methods of
the period are filled with arpeggio patterns ideally suited to
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embellishing first-position chords.
In the early nineteenth century vocal sheet music was
often printed in octavo size, especially in France and Italy,
while English vocal music was usually printed in folio;
vocal music from the German states might be either, or
was sometimes in “landscape” format. It was customary for
collectors to have their printed music bound into volumes
that could be stored on bookshelves, although unbound
music of course also survives. Typically, a bound volume
would contain about fifty songs, although some volumes
are much smaller and some much larger. In the British
Library, one bound volume at shelf number B.362 contains
250 songs; B.362.a has another 198 songs; and B.362.b
contains 201—a total of thousands of pages of music, all in
just three volumes dating to the late eighteenth century (c.
1775–1795).
There are notable collections of guitar songs in the
British Library and the Bibliothèque nationale française—
known for years as the BL and BN respectively. The
remarkable Daniel Fryklund collection in the Musikmuseet
in Stockholm has sixty-seven bound volumes of songs.
Many modern scholars (Peter Danner, Brian Jeffery,
Thomas Heck, Kenneth Sparr, Ábel Nágytothy-Toth, Eric
Stenstadvold, Stefan Hackl, Matanya Ophee, Douglas
Back, John McCormick, etc.) have dipped into this mass of
materials, publishing select examples, but no comprehensive
overview of this vast repertory—a daunting project—
has been attempted to date. Ian Gammie’s encyclopedic
Nineteenth-Century Guitar Songs: An Idiosyncratic Survey
makes no such claim, and the author is careful to emphasize
that he considers it a “work in progress,” but this is an
enormously useful and impressive beginning.
Gammie is a scholar and musician who performs and
records on a number of early stringed instruments, most
notably the viola da gamba (with the English Consort of
Viols) and guitar (with the Windsor Box & Fir Co). He
is also the owner of Corda Music Publications, which has
a large and attractive catalog of music for and with guitar.
In his Introduction to Nineteenth-Century Guitar Songs
he explains that the book is a compilation of research
notes that he has made over the last several decades while
searching for performance repertory. On the assumption
that “some of this information might be useful to others,”
he decided to fill in as many gaps in the information as
possible, primarily drawing on the monumental 26,000page British Library Catalog of Printed Music, but also a
variety of other sources. The result is a sort of encyclopedia
of the men and women (composers, lyricists, guitar
arrangers, publishers, etc.) who created this vast repertory.
The golden age of guitar songs can be dated back to the
1760s, and it did not end abruptly in 1900, so, in spite of
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the title, Gammie did not strictly limit his information to the
nineteenth century. The entries are arranged in alphabetical
order and contain much rare biographical information (the
BL CPM [Catalogue of Printed Music] has none) as well as
lists of known works, mostly drawn from the BL CPM. This
information occupies about two hundred A-4 pages. They are
followed by around fifty pages of appendices, including many
interesting illustrations and musical examples, plus a useful
index.
Browsing through this book provides a fascinating
overview of the variety of music extant in guitar-song format
while introducing the reader to a new and largely unfamiliar
universe of guitar personalities. Many of the biographies are
preliminary and will no doubt be revised and augmented over
time, but they are useful nonetheless. For example, Gammie
unmasks a number of composers who used pseudonyms,
and he helpfully sorts out fathers and brothers and uncles
who shared a surname (so we can better distinguish among
the Merchis, Meissonniers, and Methfessels). Best of all,
we meet—often for the first time—the people who created
the songs, people such as Francesco Alberti, who arranged
dozens (hundreds?) of songs for guitar in the 1780s and ’90s
and probably composed a few himself. We meet prolific
songsmiths like Joseph-Denis Doche, Auguste-Mathieu
Panseron, or Loïsa Puget (said to have composed over 300
romances), and are reminded that famous singers often
accompanied themselves on guitar, including the celebrated
Spanish tenor Manuel García or the immortal Thomas Moore
(on whose music Gammie is a noted expert).
There are a few obvious omissions, such as the great
Swedish songsmith Carl Michael Bellman (he played a cittern
rather than a guitar, but Gammie does include some music
for the English “guittar”—which was a cittern, too). Gammie
sometimes includes people who are not known to have
composed for voice and guitar at all, but such an exception
is more of a bonus rather than a flaw. Some of the entries are
surprising or intriguing, such as Sir Arthur Sullivan’s “Golden
Days” with a guitar accompaniment arranged by Mme
Pratten (1888), or two songs by the great Tosti arranged by
Mme Pelzer (who was, of course, the same Mme Pratten,
using her maiden name). Many entries clearly deserve serious
further study, such as the composers Johannes Amon and
J. H. C. Bornhardt, or the large extant eighteenth-century
repertory with the English “guittar” (much of which was
outside the chronological scope of this study). Also, to judge
by the contemporaneous popularity of their arias, a number
of operas by the likes of Grétry, Méhul, and Dalaÿrac deserve
consideration for revivals.
There are about fifty pages of illustrations that
demonstrate the æsthetic evolution of print music from the
cramped letterpress editions of the eighteenth century to the

flowing calligraphic covers of the early nineteenth century,
the striking lithograph illustrations of the 1840s, and so on.
A chronological study of the same material would reveal
even more. For example, in the scores one can observe the
music for five-course guitars in the 1780s giving way to the
six-course “lyre” around 1800. The lyrics also evolved in
time, from the little sextodecimo aristocratic songbooks of
the Ancien régime, with their well-scrubbed shepherds and
(invariably beautiful) millers’ daughters, to revolutionary
anthems such as the Marseillaise, the Carmagnole, or Ça
ira, to the full flowering of Romanticism. The great poets
of the day often provided their lyrics to chansons, Lieder,
and romances while the great singers were credited for
popularizing the same music (“as sung by Mlle X in the
vaudeville Y …”). The political history of France is recorded
in the tax stamps, which indicate that the appropriate fees
had been paid to the Republic (1793–1804), the Emperor
(1804–1814), or the King, greatly facilitating approximate
dating when, as was too often the case, the published music
contained little useful information and no plate numbers.
As Gammie notes, this is a repertory capable of
providing much pleasure to modern musicians: “The
medium was hugely popular in the past. … [F]or every
more substantial guitar solo written between 1800 and
1900, guitar songs composed or arranged in the same
period probably outnumber them more than ten to one.
So there’s no shortage of material. And even if many of the
pieces are somewhat inconsequential or facile, for every
twenty turkeys there is usually at least one golden goose.”
He modestly relates that he “came to this information
primarily as a guitar player, not as an academic researcher, so
any musicological shortcomings are entirely my own. I have
tried to be an amateur in the best sense of the word.” He has
certainly succeeded, and his shortcomings are few.
The catalog of Gammie’s Corda Music Publications
contains a few of the works that are listed in 19th-Century
Guitar Songs: An Idiosyncratic Survey, and his recordings of
Goethe songs and the music of Tom Moore demonstrate
some of the high-quality repertory that awaits adventurous
guitarists and singers. For anyone who wants to envision the
full scope of the guitar music that captured the European
and American imagination two hundred years ago, and for
performers looking to explore attractive new repertory, this
book is not just helpful; it is indispensable.
—Richard Long

ROMANCE from the comic opera Blaise et Babet, ou Le Suite des
trois fermiers (1783). Lyrics by Monvel [pseud. of Jacques-Marie
Boutet , 1745-1812], music composed by Nicolas Dezède (c.
1740-1792), with a five-course guitar accompaniment by Ducray
(perhaps François-Guillaume Ducray-Dumenil, 1761-1819).
Published in Etrennes chantantes … dediés aux dames (Paris,
1787). The engraver was one Couloubrier.

Concluding note: The following [three] illustrations provide a sense of
how these songs looked when they were originally published.
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COUPLETS, from the comic opera Le Poète et le musicien, ou Je cherche un sujet, sung by M. Moreau (almost certainly Jean-André
Moreau, 1768-1828), with lyrics by Louis-Emmanuel Dupaty (1775-1851), and music by the celebrated composer Nicolas-Marie
Dalayrac, 1753-1809 [before the Revolution, he was Emmanuel d’Alaÿrac], (Paris: Mme Duhan & Cie., c. 1811-14). This was Dalayrac’s
last opera, completed in 1809. Dupaty, his frequent collaborator, added a free-verse Prologue dedicated to the composer for the
work’s posthumous premier in 1811. In spite of his prolificity, almost nothing is known of the guitar arranger, Lami (fl. 1805-1820).
The tax stamp on this copy is from the Département du Seine (First Empire), so it dates to no later than mid-1814.
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Le Troubadour Ambulant: Journal de Guitare… a title page (Paris: Pacini,
1821-22). Antonio Francesco Gaetano Saverio Pacini (1778-1866) was a
successful publisher in Paris whose friends and clients included Paganini
and Rossini. He published a great deal of guitar music at the peak of the
guitaromanie of the 1820s, including works by Carulli and Sor. He also
issued several monthly guitar music periodicals; Le Troubadour Ambulant
was published in 1817-1828 and carries royal (post-1814) tax stamps.
Subscribers received a cahier of five pieces each month.
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CD AND AV REVIEWS
CD Review-Article:
Levin, Adam.
21st-Century Spanish Guitar.
Vol. 1 (Naxos 8.573024, 2013), Vol. 2
(Naxos 8.573407, 2016), and Vol. 3
(Naxos 8.573760, 2017)

American guitarist Adam Levin has written in “An
American Guitarist in Spain” (Soundboard Vol. 40, No. 1)
about his residency in Spain from 2008 to 2011, initially
on a Fulbright scholarship, studying with Gabriel Estarellas.
Recognizing the relative dearth of Spanish guitar music
from living composers, Levin dreamed of creating a new
generation of Spanish repertoire. He describes the object of
his quest as the modern equivalent of the classic “Spanish
sound” found in the works of composers such as de Falla,
Granados, and Albéniz, whose works Segovia and his
contemporaries transcribed for guitar, or of Turina, Torroba,
Mompou, and Rodrigo, whom Segovia commissioned to
write directly for guitar.
Levin makes no claims to be a latter-day Segovia,
realizing that to expand the guitar repertoire on that
scale would be an audacious goal for an entire career.
Nevertheless, Levin hoped to launch his commissioning
project during his residency in Spain, which ended up
extending two years beyond his initial Fulbright year.
During that time, he deliberately sought out relationships
with Spanish composers, and made subsequent trips back
to convince more composers to join the project. The result
was the commissioning of thirty new works, to be recorded
on four Naxos discs—an astonishing achievement in such a
limited time. The first three of these discs have been released
as 21st-Century Spanish Guitar: Volume 1 (Naxos 8.573024,
2013), Volume 2 (Naxos 8.573407, 2016), and Volume 3
(Naxos 8.573760, 2017), with Volume 4 due to appear in
2020 (and Levin has hinted at a potential Volume 5 beyond
that).
Levin tells the story of his project in informative and
entertaining notes in English and Spanish that accompany
the CDs. The twenty-six contributors to 21st-Century
Spanish Guitar represent “four generations of living
Spanish composers,” born in the 1930s, ’50s, ’60s, and
’70s, respectively. They are the musical grandchildren and
great-grandchildren of the Segovia-era composers, with
the intervening generation having been largely suppressed
under the Franco regime, which “effectively halted the
integration of contemporary Spanish composition into
world music.” As such, their music is permeated with
undertones of traditional Spanish sounds and tropes,
but everything is filtered through a distinctively modern
sensibility. “Not only are Spanish composers revisiting their
nationalistic past,” writes Levin, “but they are pursuing

new and unique compositional styles with eagerness
and dedication.” Guitarists who love the evocations of
traditional Spanish music in the Segovia repertoire but are
thirsty for something fresh and different will find it in this
collection. Indeed, it would be a surprise if some of them do
not find their way into the classical guitar canon of future
generations (unless future generations dispense with the
need for a canon altogether…).
The composer who has contributed most substantially
to Levin’s project is Leonardo Balada, whose four sets of
Abstractions each pay tribute to works by a different Spanish
composer. These sets are themselves part of Balada’s larger
series of solo or chamber works for various instruments
called Caprichos (specifically, Caprichos No. 8, 11, 12, and
14). Most of these “abstractions” are quite short, lasting
just a minute or two. Each movement refracts its model
through a modern lens to produce a sonic image which
is distorted yet still clearly recognizable. Balada treats
the same melodic motives with a kaleidoscopic variety
of textures and colors—what Levin calls “ingeniously
contrasting aleatoric technical fêtes.” This textural fecundity
epitomizes, perhaps more than any other composer’s work,
the fascinating quality of the music Levin has commissioned
throughout his project. The first of Balada’s four sets,
Abstractions of Albéniz (recorded on Volume 1), quotes from
five movements from Albéniz’s Iberia and Suite española.
In “Abstraction of Sevilla,” the festive sevillanas rhythm is
drawn out into bursts of ebullient rasgueado chords which
then seem to hang suspended in midair. “Abstraction of
Evocación” stands out as one of the most unusual textures,
beginning with the crystalline sounds of plucking on the
wrong side of the nut, with the rest of the movement
entirely in artificial harmonics.
On Volume 2, Balada treats five of Granados’ Danzas
Españolas, many of which are well-known in guitar or
guitar duo transcriptions. Most notably, “Abstractions of
Danza Española No. 5” opens with artificial harmonics,
and once again playing on the wrong side of the nut (as
with “Abstraction of Evocación”), melting into phrases of
lyrical melody interspersed with repeated chords including
the characteristic minor second from Granados’ original.
“Abstractions of Danza Española No. 2” starts much
slower than the original but constantly gathers momentum
to reach a breakneck pace by the end. “Abstractions of
Danza Española No. 10” features mercurial shifts between
rasgueado, block chords, powerful double-dotted rhythms,
and tremolo textures.
Volume 3 includes the third installment, Abstractions
of “El Amor Brujo” of Falla, which quotes four movements
from de Falla’s ballet, already the inspiration for one of the
warhorses of the guitar repertoire in Rodrigo’s Invocación y
Danza. This set is perhaps the least “abstracted” of the three
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released so far, as the motives and textures from the original
ballet are only thinly veiled, and Balada’s reinterpretation
retains its dark and mysterious aura. The use of pizzicato in
“Abstractions of Danza del Juego de Amor” is particularly
effective in evoking an orchestral weight and timbre, as are
the rasgueados in “Abstractions of Danza Ritual del Fuego.”
With these masterful tributes to the Spanish repertoire
already on display, the release of Balada’s fourth and final
commission from Levin, Abstractions of “Concierto de
Aranjuez,” should be a much-anticipated event.
As space does not allow for a thorough survey of the
panoply of new works Levin has presented, I will simply
mention a few of the more memorable highlights. In
Volume 1, Carlos Cruz de Castro’s Secuencia Sefardita,
based on a Sephardic melody, starts with a repeated note in
the upper reaches of the fingerboard, gradually cascading
down to a repeated low note, which morphs into repeated
motoric hammer-ons, and maniacal percussive tapping
all over the fingerboard. At other times, it appears as an
insistent tremolo accompaniment to a nervous melody or
a continuous rolling rasgueado. These intricate textures
alternate with free and lyrical phrases from the Sephardic
tune.
Another piece explicitly referencing the music of
the past is Handeliana by Ricardo Llorca. A complete
arrangement of a Handel aria, exuding proper Baroque
grandeur, leads to a series of transformative variations (or
perhaps “reflections,” in the mode of Britten’s Nocturnal
as “Reflections on John Dowland”). Although the original
tune is antique but not specifically Spanish, the variations
evoke the chivalric atmosphere of old Spain, following in
the footsteps of Rodrigo, especially with devices such as
harmonizing a melody with sharp dissonances.
Octavio Vázquez’s Suite: Nostos, the title of which
means “homecoming” in Greek, suggests a narrative drama
laden with pathos, danger, and of course nostalgia—an
Odyssey in miniature. The movement “There was an apple
tree” opens the suite with a gentle melody over swaying
arpeggios or echo-like repeated chords. The etude-like
“Intermezzo” has jazz-influenced harmonies sandwiched
around a lugubrious melody that switches octaves while
remaining a single line. “The exact day” is a little funeral
march, followed by a fiery “Gigue” which explores far-flung
tonal areas, building up to a brilliant tremolo and rasgueado
climax, and then a lyrical, poignant bass “Melody.” The final
movement, “The rest is memory,” brings the drama to a
satisfying denouement by integrating textural elements from
all the other movements.
One of the highlights of Volume 2 is Juan Manuel
Ruiz’s Orión, inspired by “the night sky’s brightest
constellation, Orion.” The piece begins with a sustained
passage of intense, dissonant rasgueado chords, which
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eventually disintegrate into mysterious pizzicato, percussive,
or harmonic sounds skittering off into silence, evoking the
vast interstellar reaches of the constellation. This space is
populated by strange and luminous objects constructed
from surreptitious trills, crystalline chords, muted sounds,
glissando, and tambora—an array of fantastic nebulae
and star systems. Eventually the opening rasgueados
and repeated chords start to loom on the horizon again,
coalescing out of tremolo and extended left-hand slurs.
Another intense blaze of sound floats ever higher and dies
out beyond the fingerboard.
On the third volume of the collection, Espacio de
guitarra by Cristóbal Halffter is built on a haunting
chime-like chord. The piece opens with the chimes
tolling, gradually gathering other elements over them,
and eventually launching into more forward motion, but
never disappearing completely from the sonic “space.” In
the center of the piece, passionate outbursts of rasgueado
contrast with languid campanella melodies wandering back
and forth. Eventually these die away and the chimes return,
signifying for Levin “a palpable sense of humanity, noble
purpose, and alas, mortality.”
Volume 3 closes with the suite Sweet as Candy: 7
flavors for guitar by Spanish-American composer José Luis
Greco. Greco was born in New York City, and this music
seems to have grown up in the New World more than the
Old. Each brief movement lays down an ingenious and
memorable textural “flavor,” inviting the listener to savor
it before it melts away. Some movements evoke film or
game music (“Mystery” features delicate harmonics over a
finely-spun left-hand slur ostinato, while the gently rippling
rolled chords of “Ocean” create a palpable sense of swelling
waves), while other movements reference American popular
styles (the peppy “Hillbilly” could be a transfiguration of
country music, and “Thriller” has a repetitive pulse in the
bass like a rock bass riff). “Home at Last” brings the set to
a relaxed conclusion, with a simple melody over repeated
notes humming along like a well-regulated machine.
With Levin’s spirited and energetic playing and rich
timbral palette, perfectly captured on disc by Norbert Kraft
and Bonnie Silver, these recordings are a delight to listen
to. To amplify the pleasure even further, Levin has also
commissioned exquisite cover art by Cuban painter Leo
d’Lázaro, inspired by a piece from each album. I am eager
to welcome the release of 21st-Century Spanish Guitar:
Volume 4 next year, and then to hear other guitarists begin
to incorporate this new generation of masterpieces into
their repertoire. Adam Levin has given the classical guitar
a marvelous gift, bringing its treasured Spanish heritage
decisively into the twenty-first century while honoring the
legacy of the nineteenth and early twentieth.
—Nathan Cornelius

CD Review:

Corbetta: La Guitarre Royalle. Elias,
Izhar. Brilliant Classics 95587, 2018.
1 CD.

El Mejor de Todos

The eminent Spanish guitarist Gaspar Sanz called
Francesco Corbetta el mejor de todos, or “the greatest of
all.” He got his start teaching guitar to the fashionable set
in the university town of Bologna. Along with Giovanni
Foscarini, he pioneered the mixed style of composition that
combined the strummed chords in fashion since the turn
of the seventeenth century with the contrapuntal playing
associated with lute and theorbo players. Corbetta was
active not only in Italy, but also in Spain, France, Germany,
England, and the Low Countries. Settling first in France
and then in England, he returned to Paris at the end of his
life and died there. Building on the work of earlier guitarists
like Montesardo, Colonna, and Sanseverino, Corbetta
brought the seventeenth-century guitar to heights of
refinement it had never known and laid the groundwork for
the last generations of Baroque guitar composers, including
de Visée and Campion in France and Roncalli in Italy.
Izhar Elias’ CD of Corbetta’s music, La Guitarre Royalle,
is named after Corbetta’s last two collections, both of which
bore that same title. One was published in 1671 and was
dedicated to Charles II of England, and the other appeared
in 1674 and was dedicated to Louis XIV of France. Elias
is the first guitarist to receive the Nederlandse Muziekprijs
or Dutch Music Prize (2010) and is active not only in
performing early guitar but also new works for guitar and
chamber music. For an artist with such varied areas of
specialization, he has produced an excellent recording of
Corbetta.
The repertoire on the CD includes two dance suites
from Corbetta’s 1671 book, one in A-minor and one
in G-minor. These comprise eight and six movements
respectively. Both are also presented on other recordings
reviewed in this issue, and serve as excellent opportunities
to compare different artists’ interpretations. Both suites
have a number of points in common: short preludes in
broken style, followed by allemandes and courantes in
thicker, mixed texture. In both suites, the Allemande and
Courante have strummed openings that stand in the same
rhythmic relation. In the A-minor suite the Courante is
more French, full of unexpected accents and characteristic
hemiola patterns; in the G-minor suite it is more flowing
and Italianate. Both suites include passacailles, sarabandes,
and gigues, but in different combinations.

Between and around these two groups of dances, Elias
includes other individual pieces from both the 1671 and
the 1674 collections. The first and last pieces on the disc are
chaconnes in C-major. The Autre chaconne at the beginning
and the Caprice de chaconne at the end are the last and
first pieces, respectively, of a loose group of dances from
the 1671 book. Here Elias reverses their order and uses
them to frame the entire program. In the opening piece,
written as a series of repeated sections, he lingers over the
batterie section in a rapidly strummed texture, repeating it
a number of times and returning to it at the end for even
more repetition.
Another chaconne in C begins the final group of five
pieces. This one is from the much shorter 1674 collection,
and contrasts significantly with the others in its strummed
simplicity. The closing Caprice de chaconne is the real
showpiece of the recording: the longest piece by far, it is
made up of eleven sections, the fourth of which is another
batterie. Here we see the only appearance in the 1671
book of a complex ornamental strum called repicco, which
Corbetta had not used since his first book in 1639. Elias
takes a flexible approach to the structure, repeating some
sections and not others, and introducing petite reprises
where it suits him. His repicco is fluent and energetic, and
he returns to the batterie for several more repetitions at the
end of the piece.
Elias’s sound is bright, sometimes even a tiny bit
scratchy, but also raw and vigorous; it makes up in presence
anything it lacks in refinement. A modern guitarist as well,
he also plays the Baroque guitar with very short right-hand
fingernails, a practice that is uncommon but completely
authentic: it was employed by Corbetta himself. For this
recording he uses a guitar made by Ivo Magherini after
a 1620 model, with A4 tuned to 406 Hz, or ton de la
chambre du roy. Elias references the advice of the renowned
expert Lex Eisenhardt on stringing his instrument with
a lower octave on both the fourth and fifth course, when
guitarists have traditionally presumed that Corbetta tuned
both strings of the fifth course to the higher octave, as de
Visée did after him. The truth is that Corbetta is silent on
the fifth course, so performers must try to deduce from
internal musical evidence what he wanted. Elias’s approach
is conscientious and musically engaging, and one cannot ask
for more.
–Ellwood Colahan
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REVIEWS:

(cont.)

CD Review:

Francesco Corbetta: La Guitarre Royalle.
Carter, William. Linn Records, CKD
185, 2011. 1 CD.

Wonderful and Mysterious Music

William Carter was an established classical guitarist in
the U.S. before succumbing to a passion for early plucked
string instruments in the 1980s. This eventually led him
to London, where he teaches at the Guildhall School and
performs on lute and early guitar with an armload of A-list
groups like The English Baroque Soloists, The Academy of
Ancient Music, and The Palladian Ensemble.
Carter’s 2011 disc of Corbetta’s music was his first
solo recording. While scholarly and erudite, it also
shows a confidently creative approach to the Baroque
master. Among several other pieces, it includes the same
two suites recorded by Izhar Elias (who counts Carter
among his teachers) on his 2018 Corbetta disc, making
it an apt subject of comparison. The suites in G-minor
and A-minor are from Corbetta’s 1671 collection, La
Guitarre Royalle. Carter’s charming and informative notes
emphasize Corbetta’s role as an early adopter of the suite as
an organizing principle. These and some other pieces also
figure among the recordings hosted on Lex Eisenhardt’s
website. The three artists’ approaches are broadly similar yet
subtly different, and shed light on the choices to be made in
Corbetta’s music.
The G-minor suite is a good place to compare the styles
of the three performers. Carter’s rhythmic flexibility shows
in the Prelude. In a sequenced motive of four eighth-notes
in the second half of the piece, Carter consistently slurs
the last two eighths, shortening the last note slightly and
pushing the rhythm forward, while Elias and Eisenhardt
articulate the same notes separately for a more even tempo.
Later, in the dominant prolongation just before the end,
groups of three notes are slurred together by the composer
across the beat. Eisenhardt and Elias play this passage
with no change in tempo, which serves to emphasize the
irregular accents in the slurring pattern. Carter, by contrast,
takes this opportunity to accelerate the tempo, driving
forward once more to the end of the piece.
The Allemande shows Carter unafraid to play a piece
slowly and delicately; Eisenhardt and Elias take this piece
much faster. Carter’s tempo creates a more effective contrast
with the following Courante, which he takes briskly and
with pronounced inégales for extra bounce. His Sarabande
is straightforward, similar to Elias’ recording; Eisenhardt
omits this piece and substitutes another. Carter’s Gigue is
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also like that of Elias and Eisenhardt, though he dwells
on the petite reprise, taking it twice instead of once. Elias,
Eisenhardt, and Carter all take the petite reprise from the
“wrong” point, initiating it at the first moment of tonic
arrival, three bars earlier than indicated. This choice
reinforces the drive to the cadence, while the indicated
point would have the effect of reinforcing the stability
of the close. Carter emphasizes the close a different way,
by adding an extra bar to the end of both the A and B
sections. Eisenhardt’s version does the same, and it sounds
quite natural, since it continues the pattern of two-bar
groups heard from the beginning of the piece. This choice
is unnoticeable, until you hear Elias play the cadences as
written, jumping away restlessly from the cadential arrival
before repose is complete.
The A-minor suite on this recording likewise shows
Carter’s own nuances of tempo and interpretation without
departing radically from his colleagues’ approach. Of
special interest here are the allemande and the sarabande
“La Victoire.” The allemande has an intriguing progression
of strummed chords in several bars late in the A section,
which sound insistent and driving in Elias’ hands, while
Eisenhardt plays them as triumphant. Carter, willing again
to take the allemande much slower than the other guitarists,
wrings an almost heart-rending grief from the same passage.
“La Victoire” also has poignant moments, especially in the
“en adoucissant” reprise.
As a lutenist himself, Carter presumably plays on flesh
rather than fingernails, and the difference in sound—darker
and silkier than either Elias or Eisenhardt—is immediately
apparent. He strings his guitar differently from his two
colleagues, with both strings of the fifth course at the higher
octave and also with the third course strung in octaves.
There is great uncertainty, even controversy, about these
points. Carter embraces this, confessing that “one of the
many pleasures of this wonderful and mysterious music is
that we’ll never know exactly how it sounded.”
Carter himself composed two of the pieces on the disc.
He claims to have created the first out of bits and pieces
of chaconnes by Corbetta and composed the second on the
basis of a Spanish manuscript from Corbetta’s time. What
is important, however, is not whether they sound like they
were written by Corbetta. Rather, the idea of creating
original music for this most eccentric of early instruments is
both outrageous and wonderful. Here’s hoping performers
and composers take it up in earnest.
—Ellwood Colahan

Web Audio Review:

Works from La guitarre royalle (1671) and Italian Guitar
Music of the Seventeenth Century, Battuto and Pizzicato.
Eisenhardt, Lex. http://www.lexeisenhardt.com.

A Superb Musical Offering

Lex Eisenhardt literally wrote the book on Baroque
guitar, in Italian Guitar Music of the Seventeenth Century:
Battuto and Pizzicato (U. of Rochester Press, 2015).
Eisenhardt’s own considerable discography comprises
not only Corbetta and other Baroque guitarists, but
also later guitarists like Sor and Giuliani, as well as the
sixteenth-century vihuela school. Yet the best source of
Eisenhardt’s interpretations of Corbetta is not his CDs but
the recordings he has made openly available for streaming
on his website. These are in two programs, Works from
La guitarre royalle (1671) at <http://www.lexeisenhardt.
com/corbetta> and Italian Guitar Music of the Seventeenth
Century, Battuto and Pizzicato at <http://www.lexeisenhardt.
com/audio>. The first includes the dance suites in D-minor,
G-minor, and B-minor; the second has the A-minor suite,
along with the Caprice de chaconne and a Sarabande et sa
passacaille (also from 1671) as well as instrumental music by
Foscarini and Bartolotti, and guitar-accompanied songs by
Landi, Berti, Obizzi, and Pesenti.
Because of space limitations I will confine this review
to the Corbetta works, but the others deserve equally to
be heard. The Battuto and Pizzicato page is, of course, the
repository for audio files to accompany Eisehardt’s book;
but I like to think of it as an online album with a booklength liner note available separately. The Corbetta page is a
pure musical offering to lovers of the Baroque guitar.
The G-minor and A-minor suites are the same ones
recorded by William Carter and Izhar Elias on CDs
reviewed elsewhere in this issue. Corbetta seems to have a
predilection for dance movements in minor keys, perhaps
because they afford him more variety in the modulatory
plan. In the G-minor suite, for example, the Allemande,
Courante, and Sarabande all cadence in the relative major at
the double bar, while the Gigue moves instead to the minor
dominant. In the A-minor suite, the Allemande cadences in
the relative major while the Courante moves to the major
dominant, touching the relative major along the way. In the
Courante of the B-minor suite, Corbetta has it both ways:
he cadences in the major dominant at the double bar, but
begins the B section in the relative major.
Here Eisenhardt plays the Prelude of the A-minor suite
with more rubato than either Elias or Carter, even though
in the G-minor suite it is Carter who takes most liberties
with time. Eisenhardt plays the Allemande faster and the

Courante slower than Carter, and his Courante is in straight
rhythm where Carter uses inégales. Eisenhardt, however,
more successfully brings out the sarabande-like second beat
accents in the B section of the Courante. Eisenhardt skips
“La Victoire” and the Passacaille that follows, going straight
to the second Sarabande and finishing with the Gigue
and Menuet.
Interestingly, the closing Menuet, with its dotted-triplet
rhythm, is rather more gigue-like than the Gigue itself; its
uneven, 7-bar opening period is also most un-minuettish.
Of all the pieces in the 1671 book, Corbetta included only
four minuets, and it is open to question whether he was
completely comfortable with the genre. In his earlier Italian
books he had included plenty of almandas, correntes, and
sarabandas, but never a minuetto.
The G-minor, A-minor, and B-minor suites all share
important characteristics. The preludes are broken and
arpeggiated; the allemandes and courantes have the same
patterns of strummed openings. All include at least one
sarabande and some combination of passacailles, folies, or
other dances. The A-minor and G-minor suites include a
gigue, though not in the final place; the B-minor Allemande
develops the dotted rhythm of its beginning in the course
of the piece, moving it from beat to beat while exploring its
possibilities.
The D-minor suite is more of a mash-up than the
others. In a kind of mixing-and-matching that seems odd
but was normal in the seventeenth century, Eisenhardt
substitutes an allemande from earlier in the book and a
sarabande from later.
Eisenhardt also offers his own take on the Caprice de
chaconne, with its elaborate batterie section. Eisenhardt’s
approach to the form of the piece is as flexible as that of
Elias, but he makes different choices. Most significantly,
instead of ending the piece with a grand, repeated reppico
flourish, he returns to the quiet opening section for the final
statement, creating a smooth dramatic arc that ends where
it began.
Eisenhardt plays Corbetta’s music with great
sophistication and understanding. His stringing includes
low octaves on both lower courses, giving him somewhat
greater resonance in the bass than the high fifth course used
by Carter, but his sound is brighter than Carter’s while still
more fluid and legato than that of Elias.
The two audio programs on Eisenhart’s website amount
to around an hour and three-quarters of listening, well
over what could fit on an audio CD. We owe him a debt of
thanks for this superb gift.
—Ellwood Colahan
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